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Mozart 

Sung in Italian 
DON GIOVANNI - - JOHN BROWNLEE 
ZERLINA - - - AUDREY MILDMAY 
THE COMMENDATORE- DAVID FRANKLIN 
DONNA ANNA - - INA SCUEZ 
DON OTTAVIO . - KOLOMAN VON PATAKY 
DONNA ELVIRA - += LUISE HELLETSGRUBER 
LEPORELLO - = - SALVATORE BACCALONI 
MASETTO~ - - - ROY HENDERSON 


and the GLYNDEBOURNE FESTIVAL ORCHESTRA AND CHORUS 


conducted by FRITZ BUSCH Producer: CARL EBERT 
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Supplement 


Barbirolli 


: WILHELM FURTWANGLER 


3 VIENNA PHILHARMONIC 
ORCHESTRA 


Overture Fidelio ”—Beethoven 

THE PHILHARMONIA ORCHESTRA 
Prelude, Act 3 “Tristan und Isolde” 
Wagner 7ER5036 


SIR JOHN BARBIROLLI 
THE HALLE ORCHESTRA 
“La Traviata ”>—Verdi 
Preludes, Acts I and 3 
“The Beautiful Galathea” : Overture 
—wvon Suppé 7ER5034 
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Rubinstein Gigli 


ARTHUR FIEDLER : 
BOSTON PROMENADE ORCHESTRA 


Pop goes the Weasel ; 
Turkey in the straw ; 
Pavanne (Second Movement of 
** American Symphonette No. 2”); 
The Toy Trumpet 
7EG8066 


BENIAMINO GIGLI 


MARIA CANIGLIA 
ORCHESTRA OF THE OPERA 
HOUSE, ROME 


Or lasciami al lavoro “ Tosca” 
(Act 1)—Puccini 
with EBE STIGNANI 
Morir ! si pura e bella! * Aida” 
ARTUR RUBINSTEIN (Act 4)—Verdi 7ERS037 
| Piano Solos 
La plus gue lente—Debussy 
Song without words (“ Bees’ 
Wedding ”— Mendelssohn 
Valse Oubliée No. 1—Lis2t 
Prelude in C sharp minor, Op. 3 No. 2 
Rachmaninoff 7EB6009 


JASCHA HEIFETZ 


RCA VICTOR SYMPHONY ORCH. 
conducted by WILLIAM STEINBERG 


Romance No. 1 in G and 


No. 2 in F—Beethoven 
7ER5035 
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GEORGE MELACHRINO 
THE MELACHRINO ORCHESTRA 


I saw Mommy kissing Santa Claus ; 
Rudolph, the red-nosed reindeer ; 
Fairy on the Christmas tree ; 
Mrs. Santa Claus ; Little brown jug 
TEG8058 


JEANETTE MACDONALD 
Ah! Sweet mystery of life 
(from “‘ Naughty Marietta ”’) 
Vilia (from “‘ The Merry Widow”’) 
Will you remember (from “‘Maytime’’) 

Parlez-moi d’amour 7EG8059 


MAX BYGRAVES 
Cowpuncher’s Cantata ; 
You’re a pink tooth brush 


with PETER BROUGH and 
ARCHIE ANDREWS 


Dummy song; Lovely dollar lolly 
TEG8061 
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DAVID ROSE 
Begin the beguine ; Love for sale ; 
Night and day ; Easy to love 
TEG8064 


FRANK SINATRA 
Night and day; East of the sun ; 
Everything happens to me; 
Pll be seeing you 7£Gs8070 
GRACIE FIELDS 
Sally; Ave Maria; My blue Heaven; 
Three green bonnets 7£G8071 


DUKE ELLINGTON 
AND HIS ORCHESTRA 


Ellington Medley ; Perdido 
7TEG8060 


JIMMY YANCEY 
Yancey stomp; State street special ; 


Tell ’em about me; Five o’clock blues 
7EG8062 


GEORGE JAMES aio sax 
Don’t blame me; Goose grease ; 
Forgive me; Sloe and easy 7&G8068 


Glenn Miller 


Supplement 


LOUIS ARMSTRONG 
with his Hot Stx 
Blues for yesterday 
with his All Stars 
Jackson Armstrong blues ; 
Fifty fifty blues 
with his Dixieland Seven 
Do you know what it means to miss 
New Orleans 


GLENN MILLER 
The nearness of you; To you; 
Moonlight becomes you ; 
Faithful to you 7£G8067 


GEORGE BEVERLY SHEA 
Robe of Calvary; I found a friend ; 
Prayer ; No one ever cared for me 

like Jesus TEG8063 


SONS OF THE PIONEERS 
Cool water; Chant of the wanderer ; 
Tumbling Tumbleweeds ; 


The everlasting Hills of Oklahoma 
TEG8069 


Max Bygraves 
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Each record brings you outstanding 
quality of reproduction ... silent surface... 
flexibility ... and compactness 


AND UP TO I5 MINUTES 


PLAYING TIME 


only 7/- each 
(plus 2/34d. tax) 


LENA HORNE 


> Deed I do ; I feel so smoochie ; I’ve got the world on a string ; 
The lady is a tramp MGM-EP-503 


DAVID ROSE AND HIS ORCHESTRA 
Stardust ; How high the moon ; Serenade (from “* The Student 
Prince’’) ; The gaucho serenade MGM.-EP-506 


ART MOONEY AND HIS ORCHESTRA 

The blacksmith blues ; Lazy river ; Move it on over ; Off shore ; 
MGM-EP-507 

JIMMY DURANTE 

I’ll do the strut away in my cutaway ; What you goin’ to do when 

the rent comes ’round ; A-razz-a-ma-tazz ; Bill Bailey, won’t you 

please come home ? MGM-EP-508 


GEORGE SHEARING 
Thine alone ; I'll be around ; For you ; I remember you 


MGM-EP-509 
BILLY ECKSTINE 
I wanna be loved ; Fool that I am ; I apologise ; Crying 
MGM-EP-S511 


BUDDY DE FRANCO AND HIS TRIO 
Carioca ; Just one of those things ; Easy living ; 
WITH HIS QUARTET Get happy MGM-EP-501 


LEROY HOLMES AND HIS ORCHESTRA 
Caravan ; Brazil ; Jungle drums ; Idaho MGM-EP-502 


JONI JAMES 
Why don’t you believe me; Almost always; You’re fooling 
someone ; My love, my love MGM-EP-504 


THE FRANK PETTY TRIO 
Black and white rag; Hindustan; Down yonder; Coquette 
MGM-EP-505 


ARTHUR (Guitar Boogie) SMITH 


Cracker boogie ; Cubanola glide ; Guitar and piano boogie ; 
Guitar jamboree MGM-EP-510 
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NIELSEN. Overture. Magdelone’s 
Dance Scene—Act I. Prelude to 
Act II. Dance of the Cockerels— 

- Act Il from “‘ Maskarade’”’. Danish 
State Radio Symphony Orchestra 
conducted by Thomas Jensen. Decca 
LW5132 (10 in., 18s. o4d.). 

Nielsen set to work on Maskarade—which 
means so much to Danes, whether or not 
they are operagoers—just half a century 
ago, and it received its first performance in 
1906. Thescore is brilliant, lively, melodious 
and witty, and deserves to be much better 
known in England. 

The Overture (which has appeared 
occasionally in concert programmes here) 
is given a rousing performance by Jensen, 
who clearly knows every detail of the score 
besides the traditions which have grown up 
with it through the years. The Prelude to 
Act II and the two dances will be quite new 
to most people, but they throw a revealing 
spotlight on Nielsen and enable us to 
appreciate his genius as a writer for the 
theatre. 

The recording is sonorous without 
roughness, and the performance admirable. 

D.S. 


PADEREWSKI. Fantasie Polonaise for 
Piano and Orchestra, Op. 19. | 

TAVARES. Concerto in Brazilian forms 
for Piano and Orchestra, Op. 105, 
No. 2. Felicja Blumenthal (piano). 
London Symphony Orchestra con- 
ducted by Anatole Fistoulari. Decca 
LXT2975 (12 in., 36s. 54d.). 

Many years ago an old friend of mine 
‘who was not a musician) had a favourite 
way of entertaining his guests which, though 
he never gave a name to it, might have been 
called “‘ Confounding the Expert”: and 
since he himself was a very distinguished 
man, he had plenty of victims on which to 
play his malicious game. When he had a 
musician staying with him the game was 
played by putting some obscure piece of 
music on the gramophone and asking the 
expert whom he thought the composer was. 
But that was twenty years ago and since 
there were only very few works in the 
catalogues that were in the least off the 
beaten track, I had no difficulty in proving 
that I was all right and not “‘a bogus man”’ 
as he would scathinglv say. 

But what a time he would have had 
nowadays. What should I have made of 
Tavares and Bondeville (to name only two 
composers I am reviewing this month) ? 
(’m afraid I should have ended up very 
bogus ! 

Decca, however, are playing the role 
of my old friend, for they have sent no 
sleeve (with that note which, as is well 
known, all. we bogus reviewers need in 
order to get away with it) and I 
cannot find anything about Tavares any- 
where. So I can only tell you what the 
music sounds like—Rachmaninov inter- 
mixed with some Latin-American rhythms. 
And Paderewski often sounds like diluted 
Rachmaninov. After all, I don’t believe 
Decca are intending to “‘ confound the 
expert’: I think they are just catering 
for the prevailing taste for piano concertos 
in the Rachmaninov style. And who can 
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blame them ? The Tavares piece (Op. 105, 
please note !) has lots of colour and vitality, 
even if but little originality. ‘The Paderewski 
has all the interest of a piece immensely 
popular in its day but now forgotten. So 
this is the music that that famous lion of the 
keyboard wrote to bring the house down. 

It won’t bring the house down now 
but many listeners will enjoy it. The 
recording is a bit wiry but Felicja Blumenthal 
plays brilliantly, so let’s not grumble. 

yy 


PERGOLESI. Concerto No. 1 in G 
major. Concerto No. 3 in A major. 
Concerto No. 4 in F minor. Con- 
certo No. 5 in E flat major. 
Winterthur Symphony Orchestra 
conducted by Angelo Ephrikian. 
Nixa WLP5295 (12 in., 36s. 54d.). 
Concerto No. 5: 

Virtuosi di Roma (8/53) AXTL1023 


The four ‘‘ Concertos’? come from the 
set of six Concertinos Pergolesi wrote in the 
years 1732-3. They are scored curiously, 
and in some ways adventurously, for four 
violins, viola, cello, and basso continuo, 
the ’cello quite often being independent of 
the bass part. One of them, the Fifth, may 
be heard in a chamber version by the 
Virtuosi di Roma; _ on the present disc 
the Winterthur Symphony Orchestra use 
multiple strings, though still with no 
harpsichord. The numbers give, of course, 
a fuller effect, thought not always a more 
satisfactory one. 

The playing of this string body is 
adequate without being outstanding. Light 
and shade are sometimes wanting, and even 
greater clarity in the recording would not, 
perhaps, have disclosed greater sensitivity. 
As it is, the recorded string tone takes on a 
slight roughness in the highest registers, of 
those called for, that makes it difficult to 
recommend this disc unreservedly. <A 
guarded recommendation, to Pergolesi 
enthusiasts, is however very possible. 


RACHMANINOV. Concerto No. 2 in 
C minor, Op. 18. Cor de Groot 
(piano), Hague Philharmonic Or- 
chestra conducted by Willem van 
Otterloo. Melody in E major, Op. 
3, No. 3. Prelude in B minor, 
Op. 32, No. 2. Philips ABL3014 
(12 in., 36s. 54d.). 

Concerto No. 2: 
J. Katchen, New S.O., Fistoulari (8/51) LXT2595 
Lympany, Philharmonia (11/53) (H)CLP1007 


G. Anda, Philharmonia, Galliera (9/54) 33CX1143 
Farnardi, Vienna State Op. WLP5193 


This is the first of Philip’s Dutch record- 
ings, which have so high a reputation on 
the Continent, to reach me. I would 
hardly describe the sound of this particular 
disc as “‘epic’’. ‘The bass is heavy, and 
needs lightening ; the orchestral strings 
sound very “stringy ” indeed ; this may, 
of course, be due to the players, not the 
recording. The piano tone, however, is 
good throughout its range. Cor de Groot, 
born in Amsterdam during the first world 
war was (according to press handouts) 
tipped off by Emil Sauer as a standard- 
bearer in the Lisztian tradition. He has 
made some unsensational appearances in 
London, and this new performance of the 
Rachmaninov, while undoubtedly able, 
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need not rouse any particular enthusiasm. 
Of alternative versions I like best that of 
Julius Katchen (Decca); Geza Anda’s 
playing of some passages (Columbia) is 
clearer, and correspondingly more exciting, 
but he does not hold interest throughout 
the work as Katchen does. Cor de Groot’s 
fill-ups on the second side are nicely played. 


RAVEL. Valses nobles et senti- 
mentales. Bolero. Orchestre du 
Théatre des Champs-Elysées con- 
ducted by Pedro de Freitas Branco. 
London DTL93007 (12 in., 36s. 54d.). 


Valses : 
Belgian Radio S.O., Andre 


(5/52) LGM65003 
Suisse, Ansermet 


(10/53) LX T2821 
Bolero : 


Conservatoire, Munch (6/52) LXT2677 
Boston S.O., Koussevitzky sy 
Czech P.O., ‘Desormiere (11/53) LPM31 
French Radio Orch., Leibowitz (6/54) PL8150 
Belgian Radio Orch., Andre LGM65022 
Philharmonia, Kletzki (7/54) 33CX1164 

(10/54) 33C1034 


French Radio Orch., Cluytens 
A vividness and immediacy of -tone 
characterises this recording. Too immediate, 
almost ; spaciousness is lacking, though the 
details are beautifully clear. 


The Valses nobles et sentimentales don’t 
depend on spaciousness, and so come off well 
—the performance is a good one, illumin- 
ated in No. 11 by a particularly agreeable 
flute player ; though there is a certain lack 
of ease and graciousness in the style of the 
whole—an effect partly due, no doubt, to 
the plainly accurate quality of the recorded 
sound. 


Bolero, however, does depend on spacious- 
ness, and though many details come off 
well—the solo trombone, the bass drum and 
timpani at the end, the percussion, in fact, 
throughout—the climax lacks its over- 
whelming quality on that account. The 
whole suffers, too, from the exceedingly 
slow tempo set (and maintained!) by 
Branco ; slow Boleros have been recorded 
before, but not with quite the rehearsing- 
for-the-notes effect’ of this one. 


The record is a very long way from being 
a failure, particularly so far as the Valses 
side is concerned ; but it is competing in a 
field in which there is already severe 
competition. M.M. 


RAVEL. Alborada del gracioso. Pavane 
pour une infante défunte. La 
Valse. Orchestre du Théatre des 
Champs-Elysées conducted by Pedro 
de Freitas Branco. London EL93008 
(10 in., 27s. 34d.). 

There is plenty of very brilliant playing 
on this record, especially in the Alborada 
where the brass players particularly dis- 
tinguish themselves. The recording gives 
them every chance. The strings do not 
always come off quite so well, yet that is 
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not to say that they are less than good. In 
both of the show pieces the conductor 
misses no smallest detail of the score, he 
always gets first-rate balance, and all this is 
helped by the clear recording. The Alborada 
is an unqualified success. 

I am rather less happy about La Valse, 
mainly because the technical control does 
not seem to be as well judged. An orchestral 
piece of such extremes of sound must present 
a great problem to the recording people 
(the first four bars are unrecordable anyway) 
but I have heard it done better than this. 
At the long crescendo towards the end, for 
instance, we expect to be started at a low 
level, but the trouble here is that when we 
get to the climax we are still well below an 
overwhelming body of sound. Climaxes 
tend, in fact, to fall short of their full effect. 
And, too, the brass and percussion are vivid 
somewhat at the expense of the strings. 
Those ff bars interjected by the lower strings 
(between Figs. 68 and 6g in the score), for 
instance, are feeble compared even with 
the wonderfully rumbustious effect they 
had in Monteux’s old SP recording. 

Yet the playing and interpretation are 
still excellent, outstanding in the care given 
to phrasing (though the staccato last crotchet 
of a bar is often so light and short that it 
is scarcely to be heard). The rhythm 
throughout is most attractive—easy and 
unhurried. 

A really lovely Pavane seems yet to come. 
M.M.., reviewing a recent one, complained 
that the horn wobbled, played sharp and 
could scarcely be heard. This one sounds 
too much like a saxophone for my taste and 
is backed by a too determined pizzicato. 
This exquisite piece needs more sensitiveness 
and imagination than it gets here. T.H. 


RAVEL. Daphnis and Chloe—Ballet 
Suites Nos. 1 & 2. Netherlands 
Chamber Choir conducted by F. de 
Nobel, Hague Philharmonic Or- 
chestra conducted by Willem van 
Otterloo. Philips ABR4o19g (10 in., 
278. 34d.). 

Suisse, Anserm et (5/58) LXT2775 
Chorale Marcel Briclot, French R 
Orch. , Cluytens (3/54) 33CX1134 

To have the two Daphnis and Chloe Suites 
coupled on one ten-inch record is certainly 
a convenience, particularly when they are 
as well recorded as on this present disc. 
Now and again there is, usually in the wind, 
a slight hardness of tone—the clarinet, in 
particular, seems often too close to the 
microphone—but the strings, in style and 
in sound, are always luscious in the highest 
degree. The choir sing well, and are 
brought by the balance into fair prominence 
—so too, in Suite I, are the off-stage horn 
and trumpet, both sounding remarkably 
on-stage. 

But the general sound is rich and full, 
and only two serious difficulties remain 
obtrusive. One may disappear on other 
copies or machines, but my present com- 
bination just will not track Suite I at any 
climax. The other has already disappeared, 
for that is just the trouble: after figure 179 
in Suite II wretched balance renders the 
second flute completely inaudible, in an 
important part, except for his last three 
notes—if in fact he is playing. 
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I would certainly not reject the record 
on this account; the general sound, 
especially at climaxes, is far too good. But 
I would consider, two alternative possibi- 
lities: combining Suites I and II with the 
Ravel Alborada del Gracioso on Columbia 
33CX1134, or combining the two Suites 
with the music they were meant to be 
combined with in the first place to add up 
to the complete ballet on Decca wei 5- 

M.M. 


SCHONBERG. Verklarte Nacht, Op. 4. 
VAUGHAN WILLIAMS. Fantasia on 
a Theme by Thomas Tallis. 
Leopold Stokowski and _ his 


Symphony Orchestra. H.M.V. 
ALP1205. (12 in., 36s. 54d.). 
Verklarte Nacht : 
Hollywoed Quartet (4/51) CCL7507 
Tallis Fantasia : 
New S.O., Colli (9/52) LXT2699 
Philharmonic Prom., Boult (7/54) NLP905 


Verklarte Nacht (“‘ Transfigured Night ”’) 
is an early string sextet of Schénberg’s, 
written in three weeks during the September 
of 1899. Technically, it precedes substanti- 
ally the twelve-tone period ; written in a 
neo-Wagnerian idiom it displays the extreme 
chromatic extension of the diatonic system 
from which pure chromaticism, or atonality, 
later sprang. It has another feature of 
mildly technical interest: it is one of the 
few works (in its day, even fewer) which 
endeavour to express any degree of 
programmatic idea in terms of a chamber 
music ensemble. For it follows, section by 
section, and stanza by stanza, a poem by 
Richard Dehmel about a man and a 
woman on a moonlight night: the woman 
bearing a child that is not the man’s, but 
the man showing a depth of understanding 
that enables them to find happiness together. 
A fuller analysis, by L.S., of both Dehmel’s 
poem and Schénberg’s music may be found 
by readers with an enviable filing system in 
the issue of March, 1950. 

Within its neo-Wagnerian idiom the 
work is extremely well and expressively 
written; and indeed that might perhaps 
not too unkindly be said to be its principal 
point of interest. On whether, in later 
Schénberg, the aesthetic impulse buried in 
the disagreeable music is strong enough to 
be worth disinterring there is room for 
difference of opinion ; and this is not the 
moment to argue the point. But Verklarte 
Nacht supplies one important piece of 
evidence: whatever reason led Schénberg 
to his bed of nails it was certainly not any 
incapability for more normal repose—the 
man who wrote this string sextet was a 
good composer, whether we happen to like 
his music or not. 

The two violins, two violas, and two 
’cellos for which Verklarte Nacht was 
originally written have not always, in the 
event, been found to produce sufficient 
intensity of tone to give full effect to the 
music ; and the work, consequently, is 
frequently performed on a string orchestra. 
Stokowski uses such a version; but the 
virtues of the arrangement are obscured by 
his strings being recorded with such a 
pinched and distorted sound that we had 
been far better served with a well-recorded 
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string sextet. Such a version, however, is 
already available on Capitol CCL7507, on 
which the Hollywood String Quartet (suit- 
ably augmented) spread the work over two 
ten-inch sides. 

The sound of the Vaughan Williams 
Tallis Fantasia on the reverse is altogether 
better. The variation is unfortunately 
arranged; of Verklarte Nacht a good orchestral 
version would have been useful, of the Tallis 
Fantasia we already have many good 
recordings of very good performances. This 
new one doesn’t seem to me to be a very 
good performance ; substantial vibrato in 
the string tone lends to it a warmth suitable 
for many works, but quite inappropriate 
for the remote tranquillity of the Fantasia. 
Within the wrong style, the string playing is 
extremely good, and the soloists strong 
(though the solo violin has one moment of 
very unfortunate intonation). Just before 
the viola solo I at first thought Stokowski 
had lopped off another bar for his collection 
at home; but no, a bump and a slight 
drop in pitch convinced me it was just a 
bad tape-join. 

Better versions of the Fantasia, as I 
suggested above, abound. On Nixa NLP 
905 Sir Adrian Boult and the Philharmonic 
Promenade Orchestra are marvellously 
recorded (almost too forward for the piece 
concerned) ; they combine it with the 
English Folk Song Suite, the Greensleeves 
Fantasia, and the Norfolk Rhapsody. On 
Columbia 33CX1159 Karajan and the 
Philharmonia take a whole side over the 
Tallis work, without recording quite to 
match; their backing is the Britten 
Variations on a Theme of Frank Bridge. On 
H.M.V. BLPrio1g Sir Malcolm Sargent 
and the B.B.C. Symphony Orchestra find 
ten inches enough ; Elgar’s second Wand of 
Youth suite is the curious choice of backing. 
And on Decca LXT2699 Anthony Collins 
and the New Symphony Orchestra assemble 
nearly all the virtues, and certainly offer 
good measure by including also the 
Greensleeves Fantasia, and Elgar’s Introduc- 
tion and Allegro and String Serenade. 


Symphony No. 4 in C 
minor, “ Tragic’. Symphony No. 
5 in B flat major. Los Angeles 
Philharmonic Orchestra conducted 
. by Alfred Wallenstein. Brunswick 
AXTL1059 (12 in., 36s. 54d.). 

SCHUBERT. Symphony No. 4 in C 
minor, “ Tragic’. Symphony No. 
5 in B flat major. Philharmonic 
Symphony Orchestra of London 
‘conducted by Dean Dixon. Nixa 
NLPo913 (12 in., 36s. 54d.). 
Symphony No. 4: 


Concertgebouw, Beinum (5/53) LXT2779 
Lamoureux, Klemperer PL7860 
London Mozart, Blech (2/54) (H)CLP1010 
Symphony No. 5: 
Concertgebouw, Beinum (9/52) LX3082 
Winterthur, Busch ne 0/53) CLP61 
London Mozart, Blech (2/54) ( qaetre 
Vienna S.O., Scherchen (8/54) LPM118 


The Brunswick disc is willie quite well 
recorded, but the sound, otherwise 
satisfactory, fails to make its effect because 
of two specific drawbacks present on my 
pressing ; a surface quite unusually noisy 
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for the company, and a degree of pre-echo 
that actively damages the music. Especially 
is this so in the slow movement of No. 5, 
where the “interval” of the pre-echo 
corresponds closely to the beat of the music, 
and consequently many intended silences 
are measured off by ghostly sound. 

The Los Angeles performances of both 
symphonies, however, are good ones ; and 
would have seemed even better, probably, 
if the recording balance had brought the 
woodwind, who are unduly backward, 
into better focus. Wallenstein is urgent 
almost everywhere, sometimes in a degree 
arguably excessive—the first movement of 
No. 4, for example: such pressure scarcely 
allows the more feminine side of the music 
time for full expression. The urgency 
continues throughout the symphony, else- 
where usually with very considerable 
effect—though the gaiety of the Minuet is 
not heightened by such a reduction of 
speed in the Trio that it barely seems to 
belong to the same movement. 

In the Fifth Symphony there is not quite 
such pressure in the first movement, though 
afterward it reappears. Everywhere, 
certainly, there is quite enough vitality for 
the performance to have been impressive 
if unobscured by the surface and the 
pre-echo. 


In the case of the Nixa coupling the 
surface is greatly superior ; but pre-echo, 
sadly, is still in evidence. There is from 
time to time bad post-echo, too—at the 
end of No. 5 it adds a quite uncalled-for 
coda to the music. In other respects the 
recording is excellent—tending in the 
upper strings slightly to wiriness, but in 
respect of clarity and strength quite 
unexceptionable. The balance, too, of the 
Nixa is superior to that of the Brunswick ; 
the woodwind is not generally backward, 
though an occasional solo could well have 
been much clearer—the oboe at the opening 
of the development in the first movement 
of No. 5, for example. 

But though the recording, echoes apart, 
is so good, the performance it presents is 
on the dull side. Sometimes it is dis- 
tinguished—the broad introduction to the 
first movement of No. 4, the Minuet of the 
same symphony, and the strings’ careful 
manipulation of their lead-in quaver each 
time the tune of the slow movement comes 
round all spring to mind. But, especially 
after Wallenstein, Dean Dixon ‘does seem, 
in general, rather too unwilling to allow 
such youthful works the impetus in 
performance that they deserve. The Trio 
of the third movement of No. 5: was 
Schubert really so coy as this ? 

A decision between these two versions 
would be difficult; though a preference 
for clarity in sound would certainly weigh 
the scales in favour of the Nixa. But such a 
decision is, fortunately, not at all inevitable; 
for on H.M.V. CLPio10 Harry Blech and 
the London Mozart Players couple the 
same two symphonies in performances that 
seem to me to be distinctly more vital than 
those of either of the newcomers, and 
that are recorded in a warm quality of 
sound not disfigured by pre- or post-echoes. 


M.M. 
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SCHUBERT. Symphony No. 8 in B 
minor, “ Unfinished ”’. 
LISZT. “Les Préludes Symphonic 
Poem. 
WEBER. Overture “ Euryanthe ”’. 
Philharmonia 
by Rudolf Schwarz. H.M.V. 
CLP1022 (12 in., 32s. 44d.). 
Symphony No. 8 
L.S.O., Krips 
Pittsburgh S.O., Steinberg 
oyal P.O., Beecham 
Philadelphia, Walter 


N.B.C. S.O., Toscanini (2/54) 
Vienna S,O., Scherchen (5/54) LPV42 


The Schubert Unfinished is given a reading 
which tends to unify the two movements ; 
the first is allowed a leisurely progress, the 
second moved on somewhat in a compen- 
satory fashion. The details of the playing 
are exceptionally good—though sometimes 
slightly obscured by their accompaniment ; 
the second subjects of both movements 
cases in point. 


(11/50) LX3012 
(12/52) CCL7511 


The performance ‘approaches the class: 


of Beecham’s performance on Columbia 
33CX1039. The backings are very different, 
but both fine; Beecham offers a super- 
lative performance of the Beethoven Eighth 
Symphony, the new disc almost equally 
good ones of Liszt’s Les Préludes and 
Weber’s Euryanthe Overture. 

These are beautifully recorded. The 
Liszt, in particular, is a fine example of 
brass playing and recording—as clean as it 
can come, brilliant in tone and style, yet 
beautifully balanced both within itself and 
with the rest of the orchestra. The Weber, 
too, is brilliant (what an eye-opener the 
piece must have been in its day !), though 
the quiet section for eight solo violins does 
make it easy to be critical of a slight surface 
noise. Curious how the best of the E.M.I. 
recordings—such as this one certainly is— 
make more of a splash at the climaxes, 
which you would think would offer more 
difficulty, than in the intervening valleys, 
which are often, by comparison, character- 
less. M.M. 


° Symphony No. 1 in 
B flat major, Op. 38, “Spring ’”’. 
Boston Symphony Orchestra con- 
ducted by Charles Miinch. H.M.V. 
ALP1203 (12 in., 36s. sie). 


Suisse, Ansermet {10/ 51) LXT2602 
Bamberg S.O., Keilberth 3/54) LGM65010 


Schumann’s “ Spring” Symphgny has 
evidently decided to wait for Beecham, for 
none of its three LP recordings so far has 
been successful. This new one is harsh in 
tone and clotted, and Charles Miinch’s 
conduct of the piece is laboured and dull. 
The rival versions, no more successfully 
recorded, are by Ansermet (Decca), a 
wonderfully light and graceful performance, 
and Keilberth (Telefunken, 10-inch), a 
reading substantial and deeply felt. A.P. 


BERNARD MILES brings to you 
the real —— of village life and 
country folk in . 

OVER THE GATE é ME AN’ OLD CHARLIE 
= H.M.V. 78R.P.M. RECORD B9829 5]- 
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SIBELIUS. Symphony No. 3 in C major, 
. 52. Symphony Ne. 7 in C 
major, Op. 105. London Symphony 
Orchestra conducted by Anthony 
Collins. Decca LXT2960 (12 in., 
36s. 54d.). 

SIBELIUS. Symphony No. 4 in A 
minor, Op. 63. Pohjola’s Daughter 
—Symphonic Fantasia, Op. 49. 
London Symphony Orchestra con- 
ducted by Anthony Collins. Decca 
LXT2962 (12 in., 36s. 54d.). 

Symphony No. 4: 
Philharmonia, Karajan 
Symphony No. 7 : 


Netherlands Radio P.O., 
(2/54) TM68005, 11/54) LGX66026 


These issues, long awaited, are of 
keenest interest to Sibelians. Anthony 
Collins, as we know from Decca discs of the 
First and Second Symphonies, is a fine 
Sibelius conductor. Here he gives us the 
only LP so far of the Third, and the better, 
by far the better, of LP Sevenths, coupled 
on one disc. Yet expectations are not 
entirely fulfilled. 

The burden of the Third Symphony rests 
on the string section of the orchestra, an 
the L.S.O. strings sometimes stagger a little 
beneath it. One could well imagine that 
if Karajan and the Philharmonia (who have 
already given us a glorious Fourth and 
Fifth) were to produce this work, they could 
outshine the present offering. The middle 
movement is marked Andantino con moto, 
quasi allegretto, but Mr. Collins seems to be 
hurrying it a trifle. He takes a more open- 
air, C-majory view of the first movement 
than did Kajanus in the Society album. 
This is never less than an understanding 
account, and it is very well recorded. 

The Seventh Symphony is given a 
powerful and impressive reading — less 
imposing than Koussevitsky’s in the Society 
edition, it is true, but noble in its own right, 
and streets ahead of the Telefunken issue. 
One would have liked more bloom on the 
orchestral tone. 

No. 4 runs into competition with the 
Columbia disc, and comes out a good 
second. Karajan is more dramatic, more 
mysterious, more imaginative, and the 
sound has a fullness and richness which the 
Decca just lacks. Moreover the Columbia 
coupling is an awe-inspiring Tapila, where 
Decca’s is Pohjola’s Daughter—a colourful 
programmatic composition which it is good 
to have on disc, but hardly to be compared 
with the late mantenpiece. A.P. 


SIBELIUS. The Legends of Lemmin- 
kadinen, Op. 22: No. 1, Lemmin- 
kadinen and the Maidens of Saari ; 
No. 2, The Swan of Tuonela ; No. 3, 
Lemminkidinen in Tuonela ; No. 4, 
The Return of Lemminkdinen. 
Symphony Orchestra of Radio 
Stockholm conducted by Sixten 
Ehrling. Capitol CTL7064 (12 in., 
36s. 54d.). 

Danish Radio Orch., Jensen — (11/58) LXT2831 
The orchestra of Statsradiofonien has, 

I think it is fair to say, a greater reputation 

abroad than that of Radiotjanst; but 


(5/54) 33CX1125 


here are the Swedes hitting out and 
challenging their Danish counterparts on 
ground which has so far, in the gramophone 
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lists, been their exclusive property. What 
is more, in the process they play a great 
deal better than I have ever heard them 
do before: so that finally we are faced 
with two versions of the Sibelius Legends 
between which there is little to choose. 
(For details of the two unpublished pieces 
of this set, practically unknown in this 
country, I would refer readers to my 
review of the Danish version in November 
of last year.) The Legends are recorded in 
the same order as in the Decca set. No. 1 
scores by having a better solo oboe than 
the Danish player, whose intonation gave 
one twinges. The recorded tone of the 
orchestra is really excellent, and the piece 
seems more connected in thought than in 
the earlier version. The Swedes take the 
Swan a bit faster, though far more expres- 
sively, than the Danes, whose interpretation 
was an unusual one, full of remote, ice-stiff 
majesty. This has a greater meticulousness 
about dynamic markings, and is very well 
recorded (perhaps the high strings are the 
least faithfully reproduced). No. 3 lets 
down the high technical standard of the 
Capitol issue, since just after the opening 
there is a small but very disturbing rise in 
pitch, rather as if the engineer had started 
to record before the tape had “ speed up ” 
properly. Lemminkdinen’s Return is given a 
first-rate performance, very tense and 
exciting, yet well controlled: again record- 
ing and balance are good, though near the 
end the strings tend to be too loud for the 
woodwind tune. All told, a most difficult 
choice to have to make: I would suggest 
that those who already possess the Decca 
version can stay well content; the others 
may be swayed by the greater fidelity of 
recorded tone and artistic continuity of the 
new issue to select this. LS. 


SMETANA. Vltava from “ Ma Vlast”’. 
Concertgebouw Orchestra con- 
ducted by Antal Dorati. 

DVORAK. Slavonic Rhapsody No. 3 
in A flat major, Op. 45, No. 3, 
Hague Philharmonic Orchestra 


conducted by Antal Dorati. Philips 

NBR6o10 (10 in., 24s. 64d.). 
SMETANA. Vitava: From 

Bohemia’s Woods and Fields 


from “‘Ma Vlast’”. New York Phil- 
harmonic Symphony Orchestra 
conducted by Georg Szell. Columbia 
33C1019g (10 in., 27s. 34d.). 


Vitava : From Bohemia’s Woods and Fields. 
Bamberger S.O., Keilberth (3/53) LGM65006 
Czech PO. Sejna (11/53) LPM 4 

Vlitava only : 

Vienna P.O. Furtwangler (4/53) (H) BLP1009 


No Vitavas for over a year, and now 
suddenly two. 

The Szell Columbia disc, is the earliest 
recorded. As American correspondents to 
this paper have pointed out, Columbia’s 
American achievements in 1950-1 were not 
up to what they did later, and the orchestral 
tone here is rather dry. Szell, a Hungarian, 
takes rather too brisk a view of it all, and 
actually hurries the Rusalki when they 
come out to play in the moonlight. The 
straight comparison is with the Telefunken 
disc : Keilberth’s handling is at once more 
expansive and richer; he feels the music, 
and so, evidently, do his players (the 
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current number of Disques describes the 
Bamberg Orchestra as “‘ of Czech origin ” 

—are they exiles from across the border ?). 
Recording, too, tells in favour of Tele- 
funken ; it is vivid and spacious, with 
admirable perspective, and a silent surface. 
From Bohemia’s Meadows and Forests, in the 
new Columbia version, has a heavy surface. 

Dorati’s disc (which, be it noted, comes 
in a cheaper price category) offers an 
imaginative performance with a particu- 
larly romantic handling of the Rusalki 
episode. But the Philips engineers have 
been unsuccessful in defining the weighty 
tone of the Amsterdam orchestra. The 
climax, as the Vitava tumbles over the 
St. John’s Rapids, is rather muddled, and 
when the river passes in majesty under 
Vysehrad, the “ Yes, sir, yes sir, three bags 
full’? theme from the first tone-poem of 
Ma Vlast is far from clean-cut. The 
surface is not up to, Philips’s usual high 
standard. 

The third of Dvorak’s Slavonic Rhap- 
sodies, composed in 1878, the same year 
as the first set of the better-known Slavonic 
Dances, has, achieved a popularity denied 
to Nos. 1 and 2. With its stately opening 
(harp), and robustly cheerful Allegro, its 
sudden ravishing episode for solo violin, 
horn-accompanied, its extra clarinet tune 
thrown in for good measure near the end, 
it is an engaging and attractive piece. 
Dorati, I feel, is not light-hearted enough 
in his reading. He almost seems to take 
literally Dvorak’s indication of grandioso 
over the second subject. This Hague 
recording presents the same characteristics 
as the Amsterdam one ; it actually sounded 
clearer in the Albert Hall when Basil 
Cameron conducted it during the last 
Proms season. 

Back to Vitava for a moment. The finest 
performance of all, best played, best 
recorded, above all, best conducted, is that 
of Furtwangler. It is not only the sweep 
and majesty of the proud sections which 
impress, but also the richly detailed 
handling of the other episodes: the 
hunting scene, the peasants’ dance, and 
indeed, the very opening of the work, 
where the source of the Vltava, that springs 
from two little streams, one cold and one 
warm, is depicted by flutes and clarinet. 

The Supraphon issue should not be 
neglected. Those who want to explore 
further into Smetana’s patriotic pageant 
should consider LPM2, best recorded of 
the 3-disc set, which couples Vysehrad and 
Blanik, first and last of the cycle. It 
contains the two most interesting of the 
less well known tone-poems, and the per- 
formance, from the bardic harps which 
open the epic to the victorious hymn of 
the army watchful under Blanik, breathes 
conviction. A.P. 


SUPPE. Overture—“ The Beautiful 
Galathea ”’. 

VERDI. Preludes—“La Traviata” 
(Acts 1 and 3). Hallé Orchestra 
conducted by Sir John Barbirolli. 
H.M.V. 7ER5034 (7 in., 15s. 11d.). 

The Suppé Overture is bright, lively, and 
well recorded—until, for the final séction, 
we seem to move on to another tape and 
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have a stretch of coarse sound. The moviny 
Traviata preludes are played with feeling. 
and are well recorded. A.P. 


STRAUSS WALTZES. Wo die Zitronen 
Bliih’n, Op. 364 (J. Strauss, Jr. . 
Aquarellen, Op. 258 (Josef Strauss . 
Kuss Walzer, Op. 400 (J. Strauss, Jr. 

nen, Op. 234 (J. Strauss. 
fe) Vienna Symphony Orchestra 
conducted by Franz Salmbhofer. 
Philips NBR6008 (1c in., 24s. 64d.) 
These waltzes are. with the exception of 

Accelerationen, new to records: Mr. Salm- 

hofer is also, I think, a new arrival, and 

he is as welcome as the new waltzes. 

Whatever his capabilities in other music. 

he is evidently a born Strauss conductor. 

giving the dances that leisurely, yet 
rhythmic, movement that makes them so 
irresistible and getting his orchestra to play 
with great lightness of touch. This is an 
offering of the Strauss Society of Vienna 
and very worthy it is. Philips have given 
us excellent recording and the disc is, in 
fact, just the thing to revive spirits at some 
of those jaded moments that can occur in 
the most loving families over Christmas. 
T.H. 


TCHAIKOVSKY. Concerto in D major 
for Violin and Orchestra, Op. 35.. 
Mischa Elman (violin), London 
Philharmonic Orchestra conducted 
by Sir Adrian Boult. Decca 
LXT 2970 (12 in., 36s. 54d.). 


Ricci, New S.O. (9/50) LX T2509 
Heifetz, Philharmonia (5/53) (H)BLP1012 
Stern, Philadelphia $.O. (12/53) 33C1022 


This is the best recorded of all the 
versions of the Tchaikovsky. On grounds 
of style it is certainly possible, reasonable 
even, to prefer any of the others—especially 
in the first movement: here Elman’s 
willingness to bend the shape of a phrase, 
the accuracy of a rhythm, or the nicety of 
an intonation to his own ends seems to 
discourage, in places, even the London 
Philharmonic from being on its best form 
(though, listening to the basses accompany- 
ing the soloist for the first time, it is. 
certainly feeling inventive). 

There will be many listeners, however. 
who will be very grateful to have such a 
modern and altogether first-class recording 
of Elman, who has contributed during his 
lifetime so much to music, and earned the 
gratitude of all of us. M.M. 


TCHAIKOVSKY. Symphony No. : 
in G minor, Op. 13, “ Winter 
Dreams”. All-Union Radio Sym- 
phony Orchestra conducted by 
Nikolai Golovanov. Monarch 
MWL309 (12 in., 36s. 54d.). 

The appearance of this recording com- 
pletes the cycle of Tchaikovsky symphonies 
available on LP. However authentic i 
may be to have a Russian orchestra and 
conductor in charge of the performance. 
the result as a recording is not as satisfactory 
as either of the Tchaikovsky symphonies 
discussed in last month’s issue of THE 
GRAMOPHONE. ‘Taken individually, the 
orchestra’s soloists are very good indeed. 
and I am especially enamoured of a 
caviare-like clarinet and a dour but 
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. a boldness and vision that must excite our admiration.” 
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Outstanding Records 
from our First Release 


THOMAS CAMPIAN : 10 Songs from “‘ Rosseter’s Book of Ayres ”’ 
Rene Soames, Tenor acc. by Lute & Viola da Gamba 
AP 13006 
* . . presented with intelligence and taste’’ (THE GRAMOPHONE) 
CLAUDIO MONTEVERDI : Lamento d’Arianna 


Elisabeth Hongen, Contralto acc. by Harpsichord & D.B. 


Sonata 4 8 sopra ‘“‘ Sancta Maria ora pro nobis ” 
Sopranos of St. Hedwigs-Cathedral, Berlin 


GIACOMO CARISSIMI : Jephte ”’ 
Johannes Feyerabend, Tenor - Lise Schwarzweller, Soprano 
Norddeutscher Singkreis 
APM 14020 


* ‘ This is a most valuable disc ’’ (THE GRAMOPHONE) 


HEINRICH SCHUTZ : Musicalische Exequien 
Heinrich Schutz Choir and Soloists 
Conductor: Karl Richter 
| APM 14023 
*‘.. . this issue is very highly commended’ (THE GRAMOPHONE) 
HENRY PURCELL: 15 Fantasies for 3, 4, 5, 6 & 7 Viols da Gamba 
j Gamben-Quartett der Schola Cantorum Basiliensis and others 
APM 14027 
*“. .. thoughtful but spirited performances. . . the recording is very clear ”’ 


(THE GRAMOPHONE) 


JOHANN SEBASTIAN BACH: Cantatas: “ Ich will den Kreuzstab gerne tragen ”’ 
‘“ Ich habe genug ”’ 
Dietrich Fischer-Dieskau, Baritone 
Chamber Orchestra conducted by Karl Ristenpart 
APM 14004 


* “ This is noble singing”” (THE GRAMOPHONE) 


Retail Prices: 10” AP 27/33d. (inc. P.T.) 12” APM 36/54d. (inc. P.T.) 


HELIODOR RECORD COMPANY LIMITED, 8 CLARGES STREET, LONDON, W.1. 
Subsidiary Company of the Deutsche Grammophon Gesellschaft m.b.H., Hannover 
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KEITH PROWSE 


90 & 159 NEW BOND ST., LONDON, W.1. Telephone HYDE PARK 6000 (60 lines) 


. . - Include your favourite celebrity in your family party this Christmas 
. . . Keith Prowse have over 100,000 records of every make and size 
and all speeds for you to choose from ... and you will receive helpful 
guidance in selecting the right record player or reproducer, radiogram 
or tape recorder. Personal credit terms can also be arranged. 


Call in today at any of our branches and 
hear your choice now under ideal sound 


reproduction conditions. 
5-6 Coventry St., GER 2103 
Bishopsgate, E.C.2. LON 7981 
— 50 Fenchurch St., E.C.3. MAN 6442 


47 Kensington High St., W.8. WES 3144 
45 Aldwych, W.C.2. TEM 2296 
93 Knightsbridge, S.W.1. SLO 4892 


Did you know that you can send a Keith Prowse = 
- Bobby's, Folkestone. FOLKESTONE 3171 
| Records Chiesmans, Lewisham, Maidstone & Gravesend 
2 Music 
3 Theatre tickets Mail Order ... 
4 Deposit ona radiogram, record | Our Mail Order service is always at your disposal 


if you cannot call and see us. Mail your enquiry 
. , : and rest assured that we will give it our most 


Prowse gift voucher scheme. It’s a wonderful leading makes in 78 r.p.m., 45 r.p.m. and LP 
idea for solving the Christmas present problem. records. . 


player or tape recorder? 
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. 4 Long Playing Records! Yes, the best of all makes and in abundant supply. 
te We use discrimination in our purchasing. Discrimination is your privilege 
x * —and ours, too. When you buy from Rimingtons, where we all love music. 


Ke . you have the benefit of really good advice. We modestly suggest that’expert 

. guidance is necessary, and a very good reason for making your Long Playing 
* Record purchases from us. “ Rimington Review of Long Playing Records.” 
by C. S. Neale—more guidance—8d. per month or 9s. 6d. per year, including 

% postage. Record Care? Yes, we ’ve thought of that, too. Our world-famed 


only the best! 


‘ ¥ Clendisc Record Cleaner and Preserver, 3s. 9d. and 6s. per bottle, postage 10d. 


The Fredorec Sponge, 3s. plus 3d. postage—excellent Christmas presents. 


Reproducing Absolute Fidelity equipment. Tannoy, Q.U.A.D., Leak. etc. 
Loud speakers from £3 17s. 6d. to £131 5s., including the wonderful Tannoy 

we * Dual Concentric at £27 10s. and the Autograph Enclosure, £131 10s. Pick-ups 
+ from £2 10s. to £20 ; Decca, Leak and Ortofon. Do pay us a visit as quickly 

+ * as you can. The Christmas rush is gathering momentum! There is so 


3X much to tell you, so very much we can’t say here ! FRED SMITH. 


Happy Christmas to All 


RIMINGTON VAN WYCK LTD 


Specialists in Long-playing Records and Equipment for their Reproduction 
42-43 CRANBOURN STREET LONDON WC2 Phone GERrard I[1I71! 
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musical bassoon. It is the tutti passages 
that suffer: and the studio is presumably 
as much to blame as the dubious recording 
technique of an engineer who snips off a 
piece of tape in the middle of a chord 
(listen to the change from piano to mf 3' 27” 
from the beginning of the first movement). 


It is hardly necessary to state that this 
symphony is not one of Tchaikovsky’s best 
works. It dates from March 1866, when it 
was first begun, to February 1868, when it 
was first performed in its entirety by 
Nicholas Rubinstein, the dedicatee. Pre- 
vious performances of excerpts, both in 
Moscow and in Petersburg, had not 
aroused very much enthusiasm, but this 
may have been partly due to the awkward 
and disapproving attitude of Anton Rubin- 
stein, then on the point of resigning his 
conductorship of the Russian Music Society. 
On the other hand, the symphony possesses 
weaknesses of construction which were due 
to the inevitable inexperience of the 
composer and to the state he worked himself 
into whilst writing it. 

There are nevertheless many delightful 
tunes, some of them imbued with an 
unmistakably Tchaikovskian as well as 
Russian flavour. The orchestration is not 
up to Tchaikovsky’s usual standard, and 
the Scherzo occasionally betrays its pianistic 
origin. I am sure, however, that there is 
nothing wrong with Golovanov’s interpre- 
tation. I like his tempi, and the zest and 
brilliance he brings to the end of the Finale. 
If only the actual recording had been 
better ! DS. 


MUSIQUE DES BALLETS DU MAR- 

QUIS DE CUEVAS. Volume 1 : 
L’Aigrette (Chavchavadzé). Blue- 
bird Pas de Deux, from 
Sleeping Beauty” (Tchaikovsky). 
Grand Orchestre du Marquis de 
Cuevas, conducted by Gustave 
Cloez. London International TWV 
91048 (12 in., 36s. 54d.). 
Volume 2: Dojfia Ines de Castro 
(Serra). Suite Bergamasque 
(Debussy) (orchestrated by Caplet and 
Cloez). Grand Orchestre du Mar- 
quis de Cuevas, conducted by 
Gustave Cloez. London International 
TWVo1049 (12 in., 36s. 54d.). 


Now here is a series to make one fear that 
nothing, nothing, will escape the attention 
of the long-playing record companies. 
These recordings were made during the 
ballet company’s 1953-54 season in Paris. 
In January this year the company came to 
the Stoll Theatre, not bringing L’ Aigrette, 
nor performing the Bluebird Pas de Deux, 
but producing the London premiéres of 
Dona Ines de Castro (January 18th) and 
L’Ange Gris (January 25th). 

These records reach me without covers. 
I presume the story of L’ Aigrette is told there. 
The book is by Princesse Marthe Bibesco, 
the music is by Prince George Chavchav- 
adzé. It is evidently a capable ballet score, 
though the brassy gestures and lack of any 
interesting musical structure tell against its 
effectiveness on this record. It, and Dona 
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Ines de Castro, are given wonderfully slap-up 
performances. The “ Grand Orchestre du 
Marquis de Cuevas ” was evidently some- 
thing very different from the Stoll band 
which M. Cloez had to conduct here. They 
play with the virtuosity and brilliance of 
the Orchestre National ; the recording is 
dazzling, the surface is silent. 

Doria Ines de Castro is a ballet by Ana 
Ricarda done for Hightower and Skibin as 
Dofia Ines and Don Pedro, and Miss 
Ricarda herself and her castanets as the 
Infanta of Navarre. The music, heard by 
itself, proves more pleasant than one might 
have expected. It is picturesque, vividly 
scored, and, as I have said, marvellously 
played and recorded. In fact it joins the 
Mercury disc of Copand’s Third Symphony 
as my latest show-off (or show-up) pieces 
for equipment. 

L’Aigrette takes up most of Volume 1. 
The fill-up, the Bluebird Pas de Deux, is 
distinguished by very glittery flute playing, 
but the tone in tuttis is brassy and hard 
where it should be warm and rich. M. 
Cloez’s conducting, too, seems heavy here : 
dancing rather than concert tempo. ‘He is 
careful not to hurry the Bluebird’s brisés, 
but, with no Bluebird there, we could do 
with a more animated tempo. 

L’ Ange Gris (The Grey Angel) is a romantic, 
lyrical ballet by Skibin for himself and Tall- 
chief, and Gorham and Golovin. The score 
is Debussy’s Suite Bergamasque, with Clair de 
Lune in André Caplet’s orchestration, the 
Prelude, Menuet and Passepied in the con- 
ductor’s. The Suite is coarsened by scoring 
and performance ; both could have been 
more delicate. A.P. 


TCHAIKOVSKY. Pas de Caractére 
(Red Riding Hood and the Wolf) 
(Act 3, No. 25). Dance of the Maids 
of Honour and their Pages (Act 1, 
No. 8b). Aurora’s Variation (Act 3, 


No. 27). Finale—Mazurka (Act 3, 
No. 29a), all from ‘‘ The Sleeping 
Beauty ”, Op. 66. Philharmonia 
Orchestra conducted by Nicolai 
Malko. H.M.V. C4258 (12 in., 
6s. 4d.). 

The numberings, rather tentatively 


supplied above, are not those given by 
E.M.I. (who number from the orchestral 
score), but those of the piano reduction, 
as used by WERM. This is a well-made 
record : lively performances, clean engineer- 
ing, and the only fault is a slight deteriora- 
tion of tone at the end of the Mazurka. 
A.P. 


CHAMBER MUSIC 


BACH. Sonata in G minor for Violin 
and Piano. Partita in E minor for 
Violin and Piano. Sonata No. 3 in 
E major for Violin and Piano. 
Isaac Stern (violin), Alexander 
Zakin (piano). Philips ABLgor1 
(12 in., 36s. 54d.). 

Looking at an announcement regarding 
this disc I find Stern’s name in type five times 
the size as that used for Zakin, who is 
picturesquely described as ‘‘ accompanist ” 


somewhere at the bottom of the page. 
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Two of these works are sonatas in which 
both instruments are equally important ; 
and considering the fact that Zakin is 
playing a harpsichord part on a piano he 
does extremely well indeed, Much better 
than Stern, in some places. The first move- 
ment of the E major sonata (the third of 
the set of six) shows up one of Stern’s 
weaknesses: he consistently destroys the 
rhythmic pulse of the music by holding up 
at the unaccompanied ends of the bars. On 
the whole, though, the partnership is good, 
and the recording satisfactory. ‘The Partita 
in E minor is the same work as the “‘Sonata 
in E minor” published in the old Hochschule 
edition by Ferdinand David. D.S. 


BACH, J. C. Quintet in F major for 
Oboe, Violin, Viola, Violoncello 
and Harpsichord. Quintet in D 
major or for Flute, Oboe, Violin, 
Viola, Violoncello and Continuo. 
Sonata in D major for Flute and 
Harpsichord. Sonata in G major 
for Flute and Harpsichord. Quin- 
tet in E flat major for Flute, Oboe, 
Violin, Viola, Violoncello and Con- 
tinuo. Collegium Pro Arte. Oiseau- 

lyre OL50046 (12 in., 36s. 54d.). 
Music by the “‘ Milanese ” or ** London ”’ 
Bach is so far known to LP enthusiasts only 
in its orchestral form. ‘This disc makes an 
important contribution to our knowledge 
and experience of his prolific chamber 
music output, bringing us three complete 

Quintets and two Sonatas. 


Two of the Quintets (those in D and E 
flat) belong to the famous set which was 
published shortly before 1777 by Welcker, 
as Six Quintettos for a Flute, Hautboy, Violin, 
Tenor and Bass Composed by Fohn Christian 
Bach, Music Master to Her Majesty the Queen 
of Great Britain. Listeners wishing to trace 
modern editions will find them in Nagel’s 
Musik-Archiv and (complete with the other 
four quintets) in the first chamber music 
volume of Das Erbe Deutscher Musik. These 
works, together with the other Quintet and 
the Sonatas, breathe an air of charming 
galanterie which even the rather uninspired 
team on this disc fail to dispel completely. 


The flute I find rather anaemic, the oboe 
somewhat pale and wan. Harpsichord 
sounds are terribly feeble, and the player 
obviously has nothing creative to contribute 
towards the ensemble. Only the strings 
have real colour and personality, but their 
efforts alone cannot help matters greatly. 
Music of this genre must sound bright and 
full of character: a flute with a little more 
spit and an oboe with a trifle more polish 
would have improved the ensemble enor- 
mously. A good idea, in fine, but not 
well cast. D.S. 


For Opera Lovers 


Line by Line Libretti are now 
available for H.M.V. recordings 
of the following Operas 


La Boheme - Boris Goudonov - Carmen 
Il Trovatore - Cavalleria Rusticana and Pagliacci 
La Traviata - Otello - Tosca- Rigoletto 
Tristan und Isolde 


| 
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BACH. Sonata No. 5 in F minor for 
Violin and Piano. 

SCHUBERT. Sonata in A major: 
Op. 162, for Violin and Piano. 
David Oistrakh (violin), Lev Oborin 
(piano). Monarch MWL311 (12 in., 
36s. 54d.). 

A wholly admirable disc, displaying two 
fine artists equally and both at home in 
Bach and Schubert. The F minor Sonata 
of Bach, sparse in texture and revealing in 
many other ways, receives a sensitive yet 
strong reading in which the noble sostenuto 
of the violinist is as much to be admired as 
the musicianly phrasing and expert col- 
laboration of the pianist. There is a good 
balance between the two and the sound is 
faithfully recorded, apart from occasional 
pre-echo and one bad instance (the last 
chord of the Schubert) of post-echo. 

The Schubert Sonata has just that 
effortless flow which makes it genial, 
sunny, and immediately appealing. Ois- 
trakh’s crisp arpeggios are sheer delight, 
and his intonation flawless. Once again 
his performance is well matched by that 
of Oborin, who plays with great charm 
and conviction. 

A sight top cut is recommended, other- 
wise there is nothing to stand between this 
disc and the contented listener. D.S. 


BRAHMS. Quintet for Piano and 
Strings in F minor, Op. 34. Vienna 
Konzerthaus Quartet (Anton 
Kamper, tst violin; Karl M. Titze, 
2nd violin; Erich Weiss, viola: 
Franz Kwarda, ’cello and Joerg Demus, 


piano). Nixa WLP5148 (12 in., 
36s. 54d.). 

C. Haskil, Winterthur Quartet Sek CLP46 
Quintetto Chigiano (7/52) LXT2687 


After trying this work first as a string 
quintet (with two ’cellos), then as a two- 
piano sonata, Brahms finalised it—without 
disowning the two-piano version—as a 
piano quintet ; resolving his own indecision 
between string and piano tone by trying 
for the best of both worlds, accepting the 
problems of balance that always involves. 
He must have been encouraged had he 
heard the present record, which solves the 
problems admirably ; and adds to this 
fine balance a clarity and fullness of tone 
that make it clearly the most desirable of 
the available LP versions of the work. 


The first movement is impressive ; the 
second is moving, with the piano taking the 
lead sufficiently to make effective its state- 
ment of the tune. Actually the piano seems 
quite often, here and elsewhere, to take the 
lead; Joerg Demus plays with an impetus 
that pulls the strings, occasionally sounding 
comparatively reluctant, along with it. 


In the third movement the fugal sections 
of the scherzo seem to lack something, 
fractionally, in point and clarity. The 
finale lacks nothing, unless a firmer resolu- 
tion of the movement in the last phrase of 
all be preferred ; but such a detail, in any 
case questionable, must be placed in 
proportion with a performance generally 
of the highest skill and integrity. No need 
at all for reservations ; this is the version 
to have. 


The GRAMOPHONE 


BRAHMS. Trio in A minor for Clarinet, 
*Cello and Piano, Op. 114. Reginald 
Kell (clarinet), Frank Miller (’cello), 
Mieczyslaw Horszowski (piano). 
Brunswick AXL2011 (10 in., 27s. 34d.). 
Wlach, Kwarda, Holetschek = (10/54) WLP5146 

This record, long announced, arrives in 
competition with the Nixa listed above, 
which couples the Clarinet and Horn Trios. 

Brunswick have the more distinguished 

pianist, but I prefer Wlach’s warm, mellow 

tone and expansive style to Kell’s more 
cosmopolitan sounding performance. The 
clarinet/’cello/piano combination can easily 
sound lumpy, and the real trouble with the 
Brunswick disc is that the three instruments, 
in this very forward recording, refuse to 
blend. Biilow may have said that in the 
slow movement the clarinet and ’cello 
sounded as if they were in love with one 
another ; but here their phrases hold little 

intimacy. Tonally, we have, instead of a 

sacra conversazione, a triptych in three very 

distinct panels. I find it hard to recommend 
either recording, although the Nixa is the 

better of the two. A.P. 


CHOPIN. Trio in G minor, Op. 8. 

SCHUMANN. Trio No. 2 in F major, 
Op. 80. Trio di Bolzano. Vox 
PL8480 (12 in., 36s. 54d.). 

The Chopin Trio has one great virtue in 
this particular juxtaposition: it makes the 
Schumann seem well written. Other 
virtues are harder to seek ; it is an early 
work, dating from Chopin’s years as a 
student at the Warsaw Conservatoire, in 
which very little of the later style of the 
composer is in evidence. Here and there 
something happens which could possibly 
help us to guess the composer, pressed by a 
relentless friend to a blind hearing of the 
disc: the piano writing that illuminates 
the Scherzo for a second or two, perhaps, 
or the Mazurka which creeps in as the 
Scherzo’s Trio, or the lie of the piano tune 
in the Adagio. 

This latter, however, would not likely 
strike us from this particular record ; for 
it is next to inaudible, completely overlaid 
by the accompanying violin. Nothing is 
overlaid, ever, by the ’cello, which can 
seldom even be distinctly heard to be 
playing; and that not only because 
Chopin scarcely ever relieves him of merely 
doubling the bass of the piano, but because 
the Trio suffers from a poor recording 
balance throughout. It suffers, too, from 
a harshly recorded tone, though certainly 
an admirably clear one. 

Its principal suffering, however is from 
a performance that springs to life only on 
the rarest occasions. The Bolzano Trio 
play without any audible enthusiasm for the 
music—which may be understandable, but 
is scarcely commendable. Particularly in 
the Finale do they sound tired—admittedly 
Chopin’s own markings of Allegretto is 
here a hampering one; but in this case 
it seems to have got beyond merely 
hampering to actually preventing. 

The Schumann is in better case. Its 
chronology is opposite to that of the Chopin, 
for it comes from the end of Schumann’s 
life, after the beginnings of his mental 
illness. It would not be expected to rank 
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among his masterpieces, but it does manag« 
to sound wholly agreeable and inoffensiv<. 
largely due to a lay-out that is not only 
good in comparison with the Chopin but 
good in comparison with other better- 
known concerted works of Schumann. 

It is helped, too, by a performance less 
sticky than that of the Chopin, and by a 
recording that is rather better balanced, 
and slightly warmer toned. 

This could well be the only version of the 
Schumann for a long time (rash prophecy!), 
and it is certainly good enough to justify 
recommendation. In the case of the Chopin 
—well, it is the only available version. 


M.M. 
DANZI. Quintet for Wind Instruments 
in B flat major, Op. 56, No. 1. 
Quintet for Wind Instruments in 
G minor, Op. 56, No. 2. French 
Wind Quintet. Oiseau-Lyre DL53005 
(10 in., 27s. 34d.). 

Those who dote upon the Mannheim 
school will welcome this recording of two 
Quintets by Franz Danzi (1763-1826). 
ensemble plays tolerably well, but the 
balance (in my opinion) could be much 
better. The:-horn tends to overpower the 
other instruments, even in piano passages. 
I am unable to recommend the music, 
which seems to be utterly lacking in 
inspiration: even the sleeve-note admits 
that “‘ his work does not show any par- 
ticularly personal melodic talent’. With 
this sentiment I am in agreement. D.S. 


FRANCK. Quartet in D. Pascal String 
Quartet. Nixa CLP1182 (12 in., 
36s. 54d.). 

WQXR Quartet (5/53) QLP4010 

It is not for me to question why Nixa 
should have chosen to bring out this record, 
when already their catalogue (and no rival 
company’s) holds a Franck String Quartet 
which is more sensitively played, and much 
better recorded. I gave some account of the 
work (which was written after investigation 
into Beethoven’s late quartets) when 
reviewing the earlier disc. I should add 
that I have now heard a more recent 
pressing of OLP4o10 than that I reviewed, 

and that the recording is improved. A.P. 


A.R. writes : 

A reader kindly points out a stupid 
mistake I made in reviewing the recording 
of Britten’s Serenade last month (Decca 
LXT2941). The composer directs that the 
horn solo in Prologue and Epilogue must be 
played on natural harmonics: and _ this 
means that if the eleventh harmonic is 
used (F) the actual sound, B flat, will be 
sharp. I must apologise to Dennis Brain 
for complaining he went sharp on the 
B flat, or for even suggesting he himself 
could do so ! 

As I reviewed the first recording of this 
work, possess both the full and vocal scores, 
and have often heard it in the concert hall, 
I can only explain the error not as the 
result of ignorance (as my correspondent 
assumes), but as the result of that curious 
non-advertence to something known that | 
suppose attacks other aieetl sometimes as 
well as critics. 
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HANDEL. Four Sonatas for Flute and 
Harpsichord : No. 4 in G major, 
Op. :, No. 53; No. 3 in A minor, 
Op. 1, No. 4; No. 1 in E minor, 
Op. 1, No. 1; No. 6 in B minor, 
Op. 1, No. 9. Jean-Pierre Rampal 
(flute), Isabelle Nef (harpsichord) 
Oiseau-Lyre OL50040 (12 in.. 
36s. 54d.). 

Rampal is a good flute player with a wider 
vibrato than some of us are used to, but he 
has little feeling for Handel’s instrumental 
style. Nef has even less, and draws attention 
to her lack of enthusiasm not only by a 
series of sorrowful solecisms in the realisa- 
tion of Handel’s figured bass, but also by 
wrong notes, which not infrequently jar 
upon the ear of the listener. 

The acoustic is boxy, and the surface (at 
least on my disc) so rough that the flute tone 
suffers a good deal in the upper register. 
There is pretty consistent pre-echo, and an 
annoying cyclic tape hum. The pitch 
varies quite a lot, some sonatas sounding too 
sharp, and others too flat. Occasionally 
there is a change of pitch during a sonata, as 
in the A minor (not Op. 1, No. 4, as the 
label states, but a work from an entirely 
different group) where the third movement 
begins a semitone flat and gradually creeps 
up to the pitch which happened to be in 
favour at that moment of the day when the 
piece was being recorded. The Baker- 
Marlowe discs may not be perfect (see L.S., 
October, 1953), but they are infinitely and 
incomparably better than this one. . 

D.S. 


HAYDN. Trio No. 29 in F major; 
Trio No. 30 in D major; Trio 
No. 31 in G major. Robert Veyron- 
Lacroix (piano) Jean-Pierre Rampal 
(flute), Jeam Huchot (violoncello). 
Oiseau-Lyre OL50036 (12 in., 
36s. 54d.). 

This may not be Haydn at his very best, 
but it is most acceptable Haydn, and shows 
us the trios in a new light, with flute instead 
of violin. The ensemble is new to me, apart 
from the flautist, but I find their playing 
very sensitive and clean. 

Rampal has a pure and liquid tone which 
will appeal immediately to all lovers of 
French flute playing. He has a strong 
partner in Veyron-Lacroix, whose piano 
playing is of a subtle and distinguished 
order. There is‘ little for the ’cello to do 
but what little he has to do is done well. 

The assembly of the tapes leaves much to 
be desired. A minimum requirement for 
anybody in charge of a recording is surely 
that he possess a musical ear; and this 
feature is (as they say) conspicuous by its 
absence where this disc is concerned. 
During the first movement of the F major 
Trio, the pitch slowly rises from sub-normal 
to super-normal. The second movement 
begins nearly a semitone too low! The 
G major Trio suffers in similar manner, 
since the first movement begins flat and 
then rises to normal pitch, and the second 
follows suit. The jolt to the ear when the 
first chord of the second movement follows 
only a few seconds after the final chord of 
the opening Allegro is really unpleasant, 
e:pecially in the F. major work. D.S. 


The GRAMOPHONE 


PROKOFIEV. Quintet for Oboe, 
Clarinet, Violin, Viola and Double- 
Bass, Op. 39- 

Overture on Hebrew Themes, 


Op. 34. 

SWANSON. Night music. New York 
Ensemble of the Philharmonic 
Scholarship Winners conducted by 
Dimitri Mitropoulos. Brunswick 
AXTL1054 (12 in., 36s. 54d.). 


Quintet and Overture : 
Goetgluck, Delecluse, etc. (10/53) PLP512 


What the names of these scholarship 
winners are, or even what the scholarship 
itself is, I have no idea, but without 
question this is an ensemble of remarkably 
fine players; and under the guidance of 
Mitropoulos they. give polished, integrated 
performances of these three works. In 
October of last year M.M. reviewed a Nixa 
recording of the two Prokofiev pieces 
(which on, that occasion occupied the 
entire disc) ; but compared with this new 
version, the French players in the Quintet 
seemed to be putting up a grim and 
unequal struggle with the notes. Here the 
Quintet is taken faster throughout, and the 
brilliant technique and smooth quality 
make for an admirable recording. (M.M. 
will find, incidentally, that there is nothing 
inherently unlyrical about the double-bass 
when played as well as it is here). 

The Quintet, designed for a travelling 
ballet company, was regarded by Prokofiev 
purely as a technical exercise in instrumen- 
tation ; and it is not unfair to comment 
that it sounds like it—musically it is interest- 
ing rather than rewarding. Much more 
captivating is the Overture on Hebrew themes 
of four years earlier, a piece of sophisticated- 
primitive simplicity with far more “ heart ” 
or lyricism. In this work the new recording 
is somewhat diffuse: the effect is as if the 
instruments had been rather too widely 
separated in a resonant studio, and as a 
result the performance has less clear-cut 
impact than it should have. 

Howard Swanson is a name new to the 
gramophone lists in this country: he was 
born in Atlanta, Georgia, 45 years ago, and 
is regarded as the leading Negro composer 
in the United States. It has been suggested 
that this Night Music, written in 1950, 
derives in style from early Schoenberg: 
its structure is clear enough, and though 
its idiom is far from easy to grasp, the work 
leaves an increasingly firm impression with 
successive hearings. It receives a very 
clear recording, and playing which, if 
rather too level-headed and matter-of-fact 
in the mysterious rhapsodic introduction, 
nevertheless triumphantly surmounts the 
piece’s manifold difficulties. L. 


WEBER. Sonatas for Violin and Piano, 
Op. 10. No. 1 in F major; No. 2 
in G major; No. 3 in D minor ; 
No. 4 in E flat major; No. 5 in 
A major; No. 6 in C major. 
Ruggiero Ricci (violin), Carlo 
Bussotti (piano). Decca LXT2959 
(12 in., 36s. 54d.). 

The cult of the intégral (as the French call 
these recordings of complete sets of sonatas, 
concertos, waltzes, or what have you) con- 
tinues with six sonatas for violin and piano 
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by Weber, written when the composer was 
in his early twenties. They were com- 
missioned by the publisher André, who 
wanted a set of sonatas capable of interesting 
amateurs, but on the receipt of the manu- 
script he declared that the music was 
insufficiently commonplace for that section 
of the musical public whose pockets he had 
in mind. Weber did not react favourably to 
this back-handed compliment, and refused 
to write down to André’s imaginary clientele. 
The works are fresh, melodious, and often 


.very charming, though there are rather too 


many of them at once. 

Ricci plays with his accustomed elegance, 
and varies his style to suit the Spanish, 
Russian, and Polish airs or movements 
which are introduced into the sonatas from 
time to time. He very cleverly plays the 
slow movement of the G major Sonata 
without a trace of vibrato, except at the 
very end, though I am not sure that this is 
the best approach. Bussotti’s handling of 
the piano part is crisp and well recorded. 
The studio is a shade too resonant, perhaps, 
but many will approve of this romantic 
aura of sound being added to what is 
essentially romantic music. 

Taken in small doses, this record is most 
acceptable. D.S. 


INSTRUMENTAL 


BACH, J. C. Sonata for Two Pianos 
in G major. 

MOZART. Sonata for Two Pianos in 
D major, K.448. Andante con 
Variazioni in G major, K. 501, for 
Piano Duet. Paul Badura-Skoda 
(piano), Joerg Demus (piano). Nixa 
WLP5069 (12 in., 36s. 54d.). 

K.448 : Sellick, Smith (3/54) 33SX1018 

This record, WLP5082 considered on a 
later page under Mozart, and WLP5060 
reviewed last January, represent the com- 
plete corpus of Mozart’s four-hand piano 
music, on one or two keyboards, barring the 
C minor Fugue, K.426, and the two-piano 
concerto which Badura-Skoda, forsaking 
his usual partner, played with Reine 
Gianoli on WLP5095 (10/54). The regular 
Viennese duo is excellent. There are 
moments in the first movement of the 
D major Sonata when their amiti#é may not 
be quite invariable, but on the whole theirs 
is elegant, prettily turned playing, and the 
recording is good. This is preferable to the 
Columbia performance, and more appro- 
priately coupled. 

The J. C. Bach Sonata is a short, two- 
movement composition, an Allegro and a 
Minuet, quite pleasant. If this disc rouses 
no particular enthusiasm, it is because 
two-piano music—most Mozart not excepted 
—is more fun to play than to hear. .A.P. 


A recording that has never been surpassed 

ERNEST LOUGH 
with the choir of the Temple Church 
singing 
* HEAR MY PRAYER 7 
(O for the wings of a dove) 

on H.M.V. 78 r.p.m. Record C 1329 6/4 

45 r.p.m. record 7P111 6/4 


] 
4 ; 
, 
e 
a 
h 
n 
d 
ran 
id 
ris 
he 
elf 
1S 
es 
ill, 
he 
ant 
yuS 
t I 2 


308 


BEETHOVEN. Sonata No. 14 in C 


sharp minor, Op. 27, No. 2, 
“ Moonlight”. Sonata No. 26 in 
E flat major, Op. 81a, “Les 


Adieux *’. Solomon (piano). H.M.V. 
BLP1051 (10 in., 27s. 34d.). 


“* Moonlight ”’ : 
Orazio Frugoni (5/53) PL7160 
Horowitz (5/53) (H)BLP1014 
Backhaus 10/53) LX T2780 
Gieseking (10/53) 33CX1073 
Badura-Skoda WLP5184 
Vitebsky LPA1007 
Les Adieux”’: 
Gulda (10/51) LXT2594 
Backhaus (5/54) 2902 
Novaes (10/54) PL6270 


This issue, which heralds an integral 
recording of Beethoven’s Piano Sonatas by 
Solomon (though the ‘“ Pathétique ’/Op. 
109 coupling which appeared early this 
year will presumably form part of the 
series) rouses me to enthusiasm. One of 
Solomon’s most striking qualities is his 
beautiful control of a slow tempo. This 
stands him in excellent stead in the first 
movement of the “‘ Moonlight ”’, of which 
he gives a wonderfully sustained perform- 
ance, filled with a quiet and appropriately 
subdued ardour. There is a modern 
fashion of playing the Allegretto in a slow, 
jerky, bumpy way—as Arrau does in his 
Columbia SP recording, as Horowitz does 
in the LP listed above, as Gieseking does 
too. It is good to hear Solomon’s 
exemplary account after these, and also to 
hear expressive, singing tone in the Trio— 
a glow in the music which may catch us 
unprepared. Another modern trick is to 
play the Finale in a fluttery, impressionist 
manner, which of course Solomon does not 
do. Those who know Solomon’s SPs of the 
Sonata (H.M.V. (3455-6, which are 
scheduled for survival in the January 
deletions) will need no further recommenda- 
tion, but they will find that the new per- 
formance is even more sensitive. The 
recording, barring a slight surface noise 
which may be peculiar to my copy, is 
impeccable. 


Backhaus’s “‘ Moonlight ’’, coupled with 
the “‘ Pathétique ”’, is substantial, but prose 
rather than poetry. Orazio Frugoni, as [ 
have said before, has a directness, vitality 
and freshness in his approach which are very 
attractive. Moreover the disc, a flawless 
recording, is very good value since it holds 
in addition the “ Pathétique’’ and the 
** Appassionata ”’. 


If Solomon’s supple control is admirable 
in the ** Moonlight ”’, in “ Les Adieux ”’ it 
enables him to give a performance such as 
I have not heard equalled. For this 
programmatic’ sonata (the Farewell, 
the Absence, the Meeting Again) is fiendishly 
difficult to hold together. In the Backhaus 
and Novaes performances the opening 
Adagio disintegrates ; with Solomon the 
basic pulse is beautifully sustained. In the 
Andante espressivo, the Absence, the 
problems of varying motion are most 
adroitly solved; and the Finale has an 
impetuosity, a joyful freshness, such as may 
surprise some of Solomon’s listeners. The 
recording, like the performance, has no 
faults at all, but is entirely admirable. (The 
Gulda version listed above is too poorly 
recorded to recommend.) 


_ discs a new, LP, lease of life ; 


The GRAMOPHONE 


A point of detail: four bars from the 
end of the first movement Beethoven has 
marked a crescendo which baffles editors and 
which interpreters generally prefer to 
render as diminuendo. Solomon surprises us 
at first hearing by realising the sense of the 
marking; by the third hearing we are 
completely convinced. 

On the strength of this disc it certainly 
seems as if Solomon’s complete recording 
will become the “ standard ” one. H.M.V 
have shown no signs of giving Schnabel’s 
and Decca’s 
Backhaus issues, as we have all been saying 
in these pages, are immensely variable. 
Perhaps it is worth remarking, what one 
tends to take for granted in Solomon’s 
readings, that the performances are instinct 
with loving care. Backhaus sometimes gives 
the impression that he has simply sat down 
and played off the sonata. There is nothing 
like this about Solomon: the rcsult is not 
a lack of freshness (one listens as if hearing 
the music for the first time), but an inimitable 
rightness. . 


BEETHOVEN. Sonata No. 16 in G 
major, Op. 31, No. 1. Sonata No. 18 
in E flat major, Op. 31, No. 3. 
Wilhelm Backhaus (piano). Decca 
LXT2950 (12 in., 36s. 54d.). 

This disc closes a gap in the LP catalogues. 
Both sonatas are played with the veteran 
pianist’s usual vigour and gusto, with the 
sense of energy and enjoyment driving him 
forward, with the confidence of a master. 
It would be absurd to feel superior about 
these performances, although one might 
legitimately wish for stricter rhythmic 
control and a more sensitive response to 
dynamic indications. Personally, I like the 
main theme of the A flat movement of 
Op. 31, No. 3, to be played gently and 
expressively, but the majority of pianists 
seem to favour Backhaus’s more energetic 
approach. The Minuet might with 
advantage have been more gracious. The 
recording, is rich and faithful. A.P. 


BRAHMS. Fantasias, Op. 116 : No. 1, 
Capriccio in D minor; No. 2, 
Intermezzo in A minor; No. 3, 
Capriccio in D minor; No. 4, 
Intermezzo in E major; No. 5, 
Intermezzo in E minor; No. 6, 
Intermezzo in E major; No. 7, 
Capriccio in D minor. Four 
pieces, Op. 119 : No. 1, Intermezzo 
in B minor ; No. 2, Intermezzo in 
E minor; No. 3, Intermezzo in 
G major; No. 4, Rhapsody in E 
flat major. Wilhelm Kempff 
(piano). Decca LXT2935 (12 in., 
36s. 54d.). 

Decca have not announced a grandiose 
Complete Piano Works of Brahms, but they 
have quietly been building up a useful 
corpus of the piano works, played with great 
imagination and subtlety by Kempff: 
Opp. 10 and 76; Opp. 79 and 117 
(recently remade, and splendid in their 
new form); Op. 118 (which should be 
remade too, for the recording is poor) ; 
and now Opp. 116 and 119. 

The E minor Intermezzo, Op. 116, No. 5, 
is marked Andante con grazia ed intimissimo 
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sentimento ; grazioso, teneramente, such indica- 
tions keep recurring through the pieces : 
and Kempff plays always with grace and 
the most intimate sentiment. He never 
prettifies the pieces on the one hand, nor 
on the other makes them too solid, but 
gives thoughtful, reflective performances— 
it is sometimes almost as if we overheard 
Brahms thinking. This is not the only way 
of playing these late masterpieces ;_ they 
can be made more searching ; the E flat 
Rhapsody, which sets the seal on Brahms’s 
piano music, can be rendered more boldly 
(Kempff adopts a basic tempo slower than 
usual ; at the end of the A flat section he 
makes the crescendo to f and dim. again to p 
quite small) ; but Kempff’s approach is 
unfailingly satisfying. Since the recording 
is excellent, one can recommend the disc 
without reservations. A.P. 


BRAHMS. Variations and Fugue on 
a Theme by Handel, Op. 24. 


SCHUMANN. Fantasie in C major, 
Op. 17. Benno Moiseiwitsch 
(piano). H.M.V. CLPio017 (12 in., 
32s. 44d.). 

Variations : 


Julius Katchen 

Lubka Kolessa (9/52) CLP1108 

S. Gorodnitzki (10/54) CTL7049 
Fantasie : See under Schumann 


There are many musicianly touches, and 
some nice playing, in Moiseiwitsch’s account 
of the Brahms Handel Variations, but as a 
whole the performance is not well enough 
controlled to affect the situation as I 
reviewed it in the October issue of THE 
GRAMOPHONE: briefly, Katchen’s (Decca 
LX3078) is the most attractive version on 
the market, though it is rather old now, and 
Decca would do well to invite this pianist 
to re-record it. The piano tone in the new 
H.M.V. disc sounds so clear and faithful 
that one is tempted to attribute patches of 
bad sound to the pianist alone. 

Moiseiwitsch’s Fantasie is rough, and 
again not closely enough controlled. The 
imperfect synchronisation of his right and 
left hands is disturbing in the section of 
the first movement, Im Legendenton, where 
the hands are playing the tune in octaves ; 
elsewhere the effect might almost be des- 
cribed as vulgar. There is (on my gramo- 
phone) some distracting pre-echo, and 
loud exposed notes have an unpleasant 
wow around them. Other versions of the 
Fantasie are considered together with 
Brailowsky’s new account of the work (see 
under Schumann on a later page). A.P. 


(7/52) LX3078 


CHOPIN. Barcarolle in F sharp 
maior, Op. 60. 
LISZT. Mephisto waltz. Leonard 


Pennario (piano). Capitol CCL7523 

(10 in., 27s. 34d.). 

may have been hypnotised when I 
heard Leonard Pennario’s only recital in 
this country so far, in the Wigmore Hall 
on June 20th, 1952; but in that case so, 
independently, were the two people whose 
opinions on piano playing I most value, 
who happened to be at the concert too. 
It may be that Pennario on that evening 
was particularly inspired. ‘This, his latest 
record, leaves me in the ungraceful position 
of trying to wriggle from the position of 
extreme enthusiasm in which that recital 


; 
> 
?. 
> 
é 
‘ 


4,4 


Z 
Z 
Z 


SS 


$48 


Us Y 
Yj 


YY 


Ys 

<p? 

4 


ZA 


Y Yj | 

Y Yy 


WY 


YY 4 
CZ 


BACH, J. S. 


MONTEVERDI 


MOZART 


BUXTEHUDE 


GEMINIANI 


STRADELLA 


VIVALDI 


Y 4 


The GRAMOPHONE 


Uy 


Y 


5% 


iy 
CM 


Decemler Releases 


SIX FRENCH SUITES (BWV 812-817) 
Alexander Borovsky, Piano 2—12-in. records 
IL COMBATTIMENTO DI TANCREDI E CLORINDA 
DELLA CASA D’AUSTRIA 

Soloists—Complesso Monteverdiano di Milano—Alberto Soresino, Cembalo 
BALLO IN ONORE DELL’ IMPERATORE FERDINANDO III 
‘“ AMOR CHE DEGGIO FAR ? ”’ Canzonetta 
Madrigalisti Milanesi—String Orchestra (Renato Fait) 

1—12-in. record 


PL 8192 


PL 8560 


SEVEN TRIOS (K.496; K.502; K.542; K.564; K.254; K.498; K.548) 
Trio di Bolzano—Eugenio Brunoni, Clarinet 3—12-in records PL 8493 


TWO CONCERTOS FOR PIANO AND ORCHESTRA 

No, 12 IN A MAJOR, K.414 

No. 27 IN B FLAT MAJOR, K.595 

Ingrid Haebler—Pro Musica Symphony, Vienna (Hollreiser) 
1—12-in. record 


Sre-chassics, on VUca 


THREE CHORAL CANTATAS 

Soloists—‘‘ Musikrunde ’’ Chorus, Hamburg—Instrumental Ensemble of 
the Bach Anniversary, Hamburg—Marie-Luise Bechert, Conductor and 
Organist 1—12-in. record PL 7430 


PL 8710 


THREE BASS CANTATAS 

Soloist—Members of the Pro Musica Orchestra, Stuttgart—Eva Hdlderlin, 
Organ (Grischkat) 

CANTATA FOR TWO SOPRANOS 

Soloists—Instrumental Ensemble of the Bach Anniversary, Hamburg— 


1—12-in record 


Marie-Luise Bechert, Conductor and Organist PL 7620 


SIX CONCERTI GROSSI Opus 3 


The Barchet Quartet—Pro Musica String Orchestra, Stuttgart—Helma 
Elsner, Harpsichord (Reinhardt) 1—12-in. record PL 8290 


SIX TRIO-SONATAS 


Trio di Bolzano 1—12-in. record PL 8380 


BEATUS VIR (Psalm CXI—Oratorio) 
Soloists—Chamber Choir of the Academy of Music and Pro Musica 
Orchestra, Stuttgart (Grischkat) I—12-in. record PL 7140 


COMPLETE CATALOGUE FROM YOUR DEALER 
or from 


VOX PRODUCTIONS (G.B.) LTD., 
231 OXFORD ST., LONDON, W.1 
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harmful substance embedded in a WINDSOR sapphire stylus, to. scratch 


‘Why ? Because the WINDSOR. method of polishing is to turn each point 
in flame, at 2050°C. This temperature makes steel look like orange juice; its 


effect on sapphire is to double its tensile strength. A de-stressed, re-crystal-- 
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Truchord Corner Reproducer 


Brings High Fidelity 
within the reach of ALL 


TRUCHORD reproducers are the result of extensive research 
carried out by electronic engineers who are specialists in the sphere 
of high fidelity record and radio reproduction. They have been 
built to give a general performance capable of satisfying even the 
most critical of music lovers at a price within the reach of all. 


A really high fidelity corner loudspeaker unit with 
built-in amplifier. The cabinet is a corner reflex type sand 
filled baffle, in oak, mahogany or walnut veneer, fitted 
with high fidelity amplifier as used in the Truchord 
Model 50/T, and 12 in. Bakers Selhurst Auditorium 
loudspeaker. Price 36 gns. Corner loudspeaker and 


cabinet only. 21 gns. 


Model 50T Amplifier 
Loudspeaker Unit 


A high fidelity unit ideal for 
record, radio or microphone 
reproduction. 10 in. Goodmans 
high-flux Loudspeaker Pick-up 
and microphone sockets 
incorporated. Provision for 
switched output to extension 
speaker. 3 Ohm or 15 Ohm 
Imp. . Polished mahogany 
cabinet. Size 18 in. by 12 in. 
by 12 in. List price 26 gns. 
Available with built-in power 
pack for 6v. 12v. battery 
operation. 
Price on Application. 


The Truchord ** VERTU ” 


A high fidelity radiogramophone at a 
moderate price. 5 valve, three wave 
band superhet radio chassis with high 
fidelity output stage, specially designed 
for LP records and giving faithful 
reproduction over the whole audible 
frequency range with no discernible 
distortion. Variable N.F.B. tone con- 
trol. Collaro 3-speed auto-changer with 
high fidelity Studio head. Handsome 
walnut veneer bass reflex cabinet with 
cream interior panels. Size 30 in. by 
30 in. by 15 in. List price 54 gms. 


The ‘‘ Festival” Record 

and Radio Reproducer 

This outstanding instrument in the range 
of high fidelity equipment incorporates : 
5 valve push-pull amplifier unit with 
variable N.F.B. control. Separate Bass 
and Treble Controls. Fitted with the 
Collaro 3 Special Units Changer and 
matched high fidelity Studio heads. 10 in. 
Wharfedale Golden’”’ loudspeaker or 
Bakers Selhurst 12 in. Auditorium L.S. 
Handsome walnut veneer reflex cabinet 
with cream interior panels. List price 
105 gns. 

Also the “* Octavia ’’ 90 gns. Model 50 RC 
73 gns. Model 50 RC/5 68 gns. 


TRUCHORD LIMITED 


82 GT. PORTLAND STREET, LONDON, W.1. Telephone : MUSeum 7674 
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The World’s Greatest Violinist 


DAVID OISTRAKH 


plays: 
BRAHMS BACH Sonata No. 5 in F Minor 
Violin Concerto SCHUBERT. Sonata in A Major, 
with the Op. 162 with 
All-Union Radio Symphony Orchestra LEV OBORIN (piano) 
MWL 310 MWL 3ll 


Many more in preparation 


Keke kK kK 


Great Russian Music by 


Great Russian Artists 


rimsky-KorsAkov’s “SADKO ” performed by the 


BOLSHOI OPERA COMPANY with REIZEN, KOZLOVSKY, NELEPP., etc. 
MWL 313/316 


TCHAIKOVSKY GLAZUNOV 


2nd Piano Concerto (Original version) Ist Piano Concerto 
STANISLAV RIKHTER with the 


TATIANA NIKOLAEVA with the Moscow State Youth Philharmonic 


U.S.S.R. State Symphony Orchestra Orchestra 
Concert Waltzes 1 and 2 

MWL 312 All-Union Radio Symphony Orchestra 
MWL 32! 


Write for complete catalogue from sole Manufacturers : 


JAMES QUALITY RECORDING CO. LTD. 


9 ADAM STREET, LONDON, W.C.2 Phone: Temple Bar 1081/2 
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left me. These are two of the pieces he 
played: Mephisto and the Barcarolle. But 
the recorded performances don’t tally at 
all with my memories. Neither, it must be 
said, is remarkable. 

The Barcarolle should surely start with 
veiled tone: an embarkation in the half- 
light. So Dinu Lipatti played it, in a 
wonderful performance preserved on Col- 
umbia LX1437; so Claudio Arrau plays 
it, in Volume 1 of his Chopin just issued. 
But Pennario sets out in everyday light ; 
and the motion as he progresses is not 
smooth enough for us to observe the 
lyrical, poetical scene, and its reflection in 
the gentle swell. The recording is rather 
clearer than that Arrau obtains (not that 
this is a piece where brilliant definition is 
called for at all) ; this may be because, in 
the Capitol version, the disc fills twice as 
much record space as in the Brunswick— 
poor value for a whole 10-inch LP side. 

Under Liszt, in the next column of 
this page, there is an account of Edith 
Farnadi’s vivid and picturesque reading of 
Mephisto. Pennario is hardly in the same 
class, for he leaves out the descriptive 
element ; the music tends to come apart, 
to disintegrate into a series of pianistic 
flourishes 


FALLA. Four Spanish pieces; Fan- 
tasia baetica. Leopoldo Querol 
(piano). London ELggoir (10 in., 
27s. 34d.). 

Fantasia baetica : (12/54) LXT2947 
This is the first complete LP issue of the 
Four Stanish pieces of Falla. The Fantasia 
baetica is included in the Stagnolo recital 
which is listed above. I leave out of account 
the shallow piano tone and the many pre- 
echoes on both sides of the disc: what 
depresses me is the playing. Querol’s 
technique, on this showing, is clumsy 

(especially in his left hand), and he is none 

too fussy about accuracy of notes (e.g. in 

the Aragonesa) or exactness of note values 

(Andaluza). 1 would hazard the guess 

that he was playing without having seen a 

copy for some time, so incorrect are parts 

of the Fantasia. In addition to this, how- 
ever, his playing is unrhythmic: in 

Aragonesa the pulse is halting, and in 

Cubana the excessive rubato destroys any 

sense of shape. The Fantasia—a difficult 

piece to bring off at any time—positively 
falls apart under this treatment, and serves 
to show up mercilessly the limitations of 

Querol’s keyboard control. L.S. 


HAYDN. Sonata No. 23 in F major. 
MOZART. Sonata No. 17 in D major, 
K.576. Geza Anda (piano). Tele- 
funken TM68023 (10 in., 18s. o4d.). 
Sonata No. 17: L. Dumont (9/52) CLF1115 
Anda’s playing has neat, classical lines 
which are well suited to the works 
mterpreted on this disc. His classicism 
occasionally verges on the severe, however, 
and as far as the Mozart Sonata is con- 
cerned there is still something to be said 
‘or the Dumont version. Her tempi are 
more relaxed, and there is more grace and 
character in her handling of the melodic 
‘ine. The Nixa surface is not too good on 
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the disc I played for comparison, and 
although the new Telefunken has much to 
commend it as regards surface and recording 
generally, the mike seems to have been 
placed too close for comfort. The result is 
that an unwarranted amount of piano 
mechanism is audible, and this, together 
with occasional noises from the player 
himself, is somewhat off-putting. I can 
never understand why recording engineers 
are so perverse: they frequently produce 
sounds which suggest to one the limited 
acoustic properties of a padded cell, while 
at other times the instrument appears to 
have been recorded in the longest and 
emptiest gallery in the Louvre. 

am sure that we shall have better 
classical piano recordings in the course of 
time, and fear that I cannot recommend 
either Nixa or Telefunken without these 
important reservations concerning the actual 
recording technique involved. D.S. 


LISZT. Sonata for Piano in B minor. 
Mephisto Waltz No. 1. Valse 
Impromptu. Edith Farnadi (piano). 
Nixa WLP5266 (12 in., 36s. 54d.). 


Sonata in B: 
Magaloff (2/52) LX3062 
Pennario (2/52) CTL7012 
Malcuzynski (2/54) 33CX1106 
Cherkassky (10/54) (H) ALP1154 


Ever since her whizzing performances of 
the two Liszt concertos, on Nixa WLP5168, 
I have been longing to hear more of Edith 
Farnadi. This record fulfils all expectations. 
Miss Farnadi is Budapest-born and trained, 
and until 1942 was a professor at Budapest 
Franz Liszt Academy. I will not spend 
space discussing the four previous LPs of 
the Liszt Sonata, for reasons set forth in 
earlier reviews, and because this new per- 
formance totally eclipses them. Its virtues 
are many. Miss Farnadi’s phrasing is 
never fat and fulsome ; rippling muscles 
play, and relaxation is never into flabbi- 
ness, but an active tenderness—this is the 
first performance of the Liszt Sonata which 
has, literally, brought tears to my eyes. No 
other recorded performance reveals so 
clearly the range of the composition ; it 
leaves one emotionally exhausted. Miss 
Farnadi uses a wide colour-range, but never 
exaggerates, nor lays on the impasto too 
thick—how easy it is to do so in the 
grandioso passages ! 

The recording tone matches the athletic 
conception. In some soft passages pre-echo 
and surface-noise are present but perhaps 
they are particular to my copy. More 
LP Liszt Sonatas there are bound to 
be ; but here at last is one that can be 
recommended to intending buyers without 
hesitation. (The D sharp above the treble 
stave rings out with undue emphasis on 
my equipment ; this is probably a passing 
fault in the speaker, but I would be 
interested to learn if any reader encounters 
the same thing). 

Mephisto and the ‘Valse Impromptu are 
equally good. In fact, I prefer this Mephisto 
even to the dazzling one of Julius Katchen 
(Decca LXT2838), for although, perhaps, 
the pianism is a shade less consummate, 
Miss Farnadi’s tone-painting is more vivid. 
But everything she does on this disc is 
filled with musical meaning. 
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The anonymous sleeve-note is excellent : 
an analysis of the Sonata, Liszt’s own 
account of Mephisto, contemporary com- 
ment on the works, and a short factual 
biography of the pianist without the boosts 
that spoil Capitol’s transatlantic notes. 

A.P. 


LISZT. Liebestraume Nos. 1, 2 and 3; 
Rigoletto, Paraphrase de concert ; 
Hungarian Rhapsodies : No. 2 in 
C sharp minor; No. 6 in D flat 
major ; No. 15 in A minor. Peter 
Katin (piano). Decca LXT2971 
(12 in., 36s. 54d.). 

LISZT. Rigoletto, Paraphrase de 
concert; Hungarian Rhapsody 
No. 2 in C sharp minor. Peter 
Katin (piano). Decca LW5134 
(10 in., 18s. o4d.). 

This Liszt recital is very enjoyable. In 
Peter Katin’s Consolations (LXT2877) we 
looked in vain for the gentle dreaminess, the 
delicate sentiment, which was called for. 
Since then Mr. Katin has mastered this 
element of Liszt’s style, for the three 
** Dreams of Love ” are eloquently played. 
Rightly, the pianist seems to bear in mind 
that these three nocturnes were originally 
songs, and he “ breathes ” the melodies as 
if a voice were singing them. Since the 
Totentanz (LXT2932) we have been in no 
doubt about his technical brilliance ; this, 
crowned by the elegance which cannot be 
achieved without it (though technique alone 
cannot achieve it), makes a glittering and 
enjoyable thing of the Rigoletto Concert 
Paraphrase, a fantasia on the themes of 
** Bella figlia dell’ amore ”’. 

The same three Hungarian Rhapsodies, 
plus No. 12, made up 33SX1014, played by 
Louis Kentner. Kentner’s performances 
(which, be it said, are most enjoyable) 
concentrated on the purely musical rather 
than the pianistic aspects of the works. 
Katin is more brilliant, and not less musical. 
He makes us sit up in admiration and 
astonishment, and never allows them to 
become rackety. 

To make satisfaction complete, the piano 
recording is one of the very best that I have 
heard: lifelike and vivid, with sparkle in 
the treble and a firmly defined bass. 

The MP, which presents the most popular 
of the Rhapsodies and the Rigoletto Para- 
phrase, is every bit as successfully engineered. 

A.P. 


MOZART. Sonata in F major, K.497, 
for Piano Duet. Sonata in C major, 
K.521, for Piano Duet. Paul 
Badura-Skoda (piano), Joerg Demus 
(piano). Nixa WLP5082 (12 in., 
36s. 54d.). 

Mozart wrote four complete sonatas for 
piano duet, not counting a very early one, 
and the excellent Viennese duo, Paul 
Badura-Skoda and Joerg Demus, have 


For Opera Lovers who don’t take 
Wagner too seriously... 
Hear BERNARD MILES 
on The Truth absut Tristan 
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recorded them all (the fragmentary K.357, 
K.381 and K.538 were reviewed last 
January). The C major Sonata, the last 
of the series, is the most interesting of them, 
and the players do full justice to its pleasant 
mixture of maestoso with giocoso. On both 
sides they offer well-rehearsed, equable 
performances, and as_ the _ sleeve-note 
declares, “‘ we are fortunate in being able 
to bring the able performers into our own 
front parlours ”’, in a clean, open recording. 


MASTERS OF THE HARPSICHORD. 
Toccata in D minor. Toccata in 
A minor (Francesco Durante). 
Toccata in G major (Azzolino Della 
Ciaia). Balletto di Mantua (Gaetano 
Greco). Sonata in C minor (Benedette 
Marcello). Toccata in D minor. 
Sarabande in D minor (Ferdinand 
Richter). Variations on the popular 
air Auf die Mayerin (Johann Jacob 


Froberger). Fantasia in C major 
(Johann Pachelbel). Gigue luthée 
(Johann Kuhnau). Allemande, 
Capriccio, Minuet, Aria (Georg 
Friedrich Handel). Ruggero Gerlin 
(harpsichord). Ojseau-Lyre OL50043 


(12 in., 36s. 54d.). 

Here is an intelligently planned recital of 
early keyboard music which has enough 
contrast and variety to give pleasure to the 
beginner as well as to the connoisseur. None 
of the pieces are hard to understand or 
appreciate, and Gerlin is enough of a stylist 
to keep the interest going throughout. 
Sometimes he overdoes the ornamental 
superstructure of these essentially simple 
pieces (the Froberger Suite is a bad example) 
though his playing is, for the most part, 
imaginative and accurate. The tone of the 
harpsichord is not too pleasing to the ear, 
however, and the surface of my disc suffered 
from occasional blemishes, causing distortion 
in the louder passages. 

For those anxious to make the acquaint- 
ance of a hitherto almost unrecorded 
repertoire, this disc is well worth having. 


RAVEL. Pavane pour une Infante 
défunte; A la Maniére de Chabrier: 
A la Maniére de Borodine— Waltz ; 
Sonatine. Miroirs. Robert Casa- 
desus (piano). Philips ABLgor1e2 
(12 in., 36s. 54d.). 

The Pavane is played with what seems to 
me an exaggerated emphasis on the 
cadences, but Robert Casadesus certainly 
avoids, as Ravel desired, any sentimental 
rubato. ‘The piece is, however, much more 
effective in its orchestral transcription. 
Siebel’s song, ‘* Gentle flowers in the dew ”’, 
treated in the style of Chabrier, is not in 
the least bit amusing ; and the waltz in the 
style of Borodine might be a poor work by 
that composer. It is with some relief, 
therefore, that we come to the Sonatine, one 
of Ravel’s most engaging piano works. I 
myself prefer Kathleen Long’s more intimate 
and less brilliant playing of the outer move- 
ments; but no doubt Casadesus’s inter- 
pretation will appeal to many who like this 
sort of shine put on it. The Minuet is neatly 
but coldly played. In the last movement 
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the pianist’s urgent left hand—a_ very 
masterful one—drowns the treble theme in 
the first few bars, but otherwise this is a 
glittering performance. 

Noctuelles, as on Pennario’s disc (Capitol 
CTL7o19) is too loudly played—these are 
over-size night moths—but Oiseaux tristes 
does not suffer in the same way and does 
evoke, for the most part, “* birds lost in the 
torpor of a sombre forest during the most 
torrid hours of summertime ”’, though the 
loud passages could have been damped 
down with advantage. Incidentally, 
Norman Demuth, in his book on Ravel, 
describes Oiseaux tristes as a picture of caged 
birds, an odd mistake in view of the com- 
poser’s words quoted above. There is too 
much storm and stress in Une barque sur 
Vocéan and though Alborada del Gracioso is 
brilliantly played—the glissandi are wond- 
derful—it leaves Lipatti’s superb rendering 
firm in my affections. Mr. Casadesus gives 
us his most sensitive playing in La vallée des 
cloches, which has a full measure of the 
poetry lacking elsewhere on this disc and is 
really beautifully done. The piano tone 
varies from very good to a_banjo-like 
quality in the “recitative’’ passages of 
Alborada—but it is mostly remarkably 
faithful. A.R. 


SCHUMANN. Etudes Symphoniques, 
Op. 13. Dame Myra Hess (pi2no). 
H.M.V. BLP1061 (10 in., 27s. 34d.). 

SCHUMANN. Carnaval, Op. 9. Etudes 
Symphoniques, Op. 13. Geza Anda 
(piano). Telefunken LGX60029 (12in., 
36s. 54d.). 


Carnaval : 
Nikita Magaloff (7/52) LX3074 
G. Novaes (6/53) PL7830 
A. Cortot (8/54) (H)ALP1142 


Paul Badura-Skoda 

Adelina de Lara 

Bela Siki 

G. Brailowsky 
Etudes Symphoniques : 


(9/54) WLP5105 
(9/54) AdeLP2 
(10/54) PMA1022 
(12/54) (H)ALPI168 


M. Lympany (12/52) (H)\CLP1002 
G. Anda (10/53) 33CX1072 
Julius Katchen (5/54) LX T2869 
A. Cortot (8/54) (H)ALP1142 


Adelina de Lara (9/54) AdeLP3 

No month seems complete now without 
its flush of Carnavals and Etudes Symphoniques. 
The Telefunken disc above is by way of 
being resurrection-pie: German 78s made 
over into an LP in emulation of the fine 
Columbia recording of Geza Anda’s Etudes 
Symphoniques. The later Columbia recording 
is in every respect an improvement on this 
earlier performance, good though it is. A 
comparison of any of the variations shows 
that Anda has polished his performance, 
given it new little touches of poetry, added 
fascinating and musical inflexions. The 
Telefunken LP shows its provenance: we 
hear sides starting; and though the 
recording is quite pleasant to start with, 
the frequency ceiling sounds low, and the 
Finale is very feeble from a tonal point of 
view. The Columbia, on the other hand, 
is wonderfully lifelike and brilliant. 

The Telefunken Carnaval, dating from 
1951 or 1952, is not recommendable. ‘To 
start with, the recording is dim. Anda 
plods through “ Pierrot ’’, gives one the 


fidgets in “ Arlequin ”’, and fills the “‘ Valse 
Noble ” and “‘ Promenade ”’ with jerks and 
On the other hand we must 
throughout 


affectations. 


note a most careful and 
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admirable balance of dynamic between 
left and right hands, particularly striking 
in “ Eusebius” (though the magic has 
disappeared from the piece) and in “‘ Aveu”’. 
I would describe it as a carefully calculated 
rather than an enjoyable performance : 
and I am sure that Geza Anda does noi 
play the work like this now. 


Myra Hess’s Etudes Symphoniques has 
virtues, but the competition against it is 
too strong. She does not pretend to the 
sort of pianism that Geza Anda or Julius 
Katchen practises; by comparison, her 
version of the work sounds curiously heavy 
and lethargic, where theirs burns with 
youthful fire. Yet there is not here the 
corresponding profundity, or so it seems to 
me, which so often makes her performances 
really worth while. On the other hand, this 
disc may be recommended as the safest 
kind of model for anyone who is learning 
the Etudes Symphoniques, for it is entirely free 
from idiosyncrasies. 

For a mature performance which is also 
individual and fresh, we must turn to 
Cortot’s disc, and I would like to end with 
a word in its praise, after M.M.’s review. 
The grounds are the same as those I used 
for his Carnaval last month. The muddles, 
admittedly, are worse; the recording is 
strikingly good, sparkling in the treble and 
firm in the bass. If anyone is looking, par- 
ticularly, for a Carnaval/Etudes Symphoniques 
coupling, then it is Cortot rather than Anda 


that I would recommend to him. = A.P. 
SCHUMANN. Carnaval, Op. 9g. 
Fantasie in C major, Op. 17. 


Alexander Brailowsky (piano). 
H.M.V. ALP1168 (12 in., 36s. 54d.). 


Carnaval : 
Nikita Magaloff (7/52) LX3074 
G. Novaes (6/53) PL7830 
A. Cortct (8/54) (H)ALP1142 
Paul Badura-Skoda (9/54) WLP5105 
B. Siki (11/54) PMA1022 
Fantasie : 


Robert Weisz 
Grete Scherzer 
Clifford Curzon 
B. Moiseiwitsch 


(7/51) LM4539 
(3/54) PMD1010 
(7/54) LXT2933 
(12/54) CLP1017 


I suggested last month that Brailowsky’s 
Carnaval was a capable performance, but 
lacking the character of Novaes’s (Vox), and 
the wonderful magic of Cortot’s (H.M.V..). 
The Fantasie is in the same case; were it 
not for Curzon’s account (on Decca 
LXT2933, with the Kinderscenen—A.R.., 
July, 1954), it would be the best available. 
But I am at one with A.R. in admiring 
Curzon’s performance. It does not, I think, 
readily yield up its riches at first, or even 
second, playing; but do not be put off 
by sampling and straightway thinking it 
too “ gentle’. On my machine the piano 
tone is not as rich or full as one would 
want ; but as an imaginative and sensitive 
recreation of Schumann’s composition it is 
a wonderful performance. A.P. 


A.P. writes : 


I apologise to readers, to Mr. Volkmar 
Andreae and to Mr. Franz André for 
having in a wild moment last month 
equated these two conductors. Several! 
readers have been kind enough to point 
this out to me. 


| 
a 
in 
| 
| 
D.S 
: 
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PIANO RECITAL. Andaluza (Danza 
Espanola, Op. 37, No. 5); The 
Lover and the Nightingale (Goyescas 
No. 4) (Granados); Seguidillas 
(Suite Espafiola No. 7) (Albéniz) ; 
Fantasia Baetica (Falla) ; The 
Musical Box, Op. 32 (Liadov) ; 
Tres Danzas Argentinas—No. 1 
Danza nortefia : No. 2 Danza del 
gaucho triste: No. 3 Bailecito 
(Siciliani) ; Tres Canciones Argen- 
tinas (Aguirre); Sonatina No. 4 
(Braziliana) (Mignone); Burlesque, 
Op. 31, No. 2 (Toch). Paolo 
Spagnolo (piano). Decca LXT2947 
(12 in., 36s. 54d.). 

It is a pleasant habit of Decca’s to offer 
recording contracts to the Geneva prize- 
winners. It was thus that we got to hear 
Robert Weisz, and now Paolo Spagnolo. 
To be sure, he makes his disc début rather 
late, for it was in 1947, when he was 17 
years old, that he won the Geneva com- 
petition. Spagnolo is Neapolitan-born, 
and was a child prodigy. His recital is not, 
emphatically not, to be listened to straight 
through. For, with the exception of Falla’s 
Fantasia Baetica, it is composed of encore 
pieces and those lightweight little pieces 
that fill up the chinks of a programme. 
The first side is Spanish, and shows us 
Spagnolo as an elegant, rather superficial 
player, without (but we can hardly expect 
it) Rubinstein’s pre-war magic in Andalu- 
sian fripperies. The Lover and the Nightin- 
gale is not felt nearly deeply enough, but 
Seguidillas is fun. 

The other side, after Liadov’s delectable 
Musical Box (which is very prettily played), 
tours South America: José Siciliani (born 
1910) and Julian Aguirre (1868-1924) are 
both Buenos Aires-born, Francisco Mig- 
none (born 1897) is Brazilian. None of 
these pieces is of great interest. Ernst 
Toch, best-known perhaps for his one-act 
opera The Princess and the Pea, has written 
a lively but not particularly attractive 
Burlesque. 

On the whole then, a_ disappointing 
record, for one could have left the beaten 
track to better purpose than this, and it 
would need a Horowitz to interest us in the 
music. The piano tone is quite clear, but 
shallow, and is presented in a close-up 
which begins to tire the ear. 


RECITAL. Toccata, Op. 59 (Casella) ; 
The Lover and the Nightingale 
from Goyescas’’ (Granados); El 
Albaicin from “ [béria’”’ (Albéniz) ; 


La Danza di Olaf, Op. 33 from — 


** Deux Lunaires ”’ (Pick-Mangiagalli) ; 
Le Danze del Re David (Hebrew 
Rhapsody on traditional themes) ; 
Toccata in F major, Op. 111, 

_No. 6 (Saint-Saéns). Dario Raucea 

(piano). Decca LXT2969 (12 in., 
36s. 54d.). 

Decca introduce two pianists this month : 
Paolo Spagnolo is considered in an adjacent 
review. The two records present some 
similar features : one side devoted largely 
to Spain, the other largely to South 
America. The Lover and the Nightingale is 
common to both, and more enjoyable in 
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Dario Raucea’s performance. Still, how- 
ever, not the performance of my hopes. 
Raucea treats it as a quiet night-piece, 
provides many attractive touches, but 
misses the under-throb of passion. 

He is a 40-year-old Italian pianist, highly 
praised last April in The Birmingham 
Post, and due to play a number of pro- 
vincial dates in this country next year. 
His is a pupil of Casella, Fischer and 
Sauer (who tipped him off, when he was 
aged 22, as “‘ the great pianist of the new 
generation’, according to a Press hand- 
out). He is a less pretty player than 
Spagnolo ; whether he is a profound one 
or not the programme gives no chance of 
judging. The most interesting work on it 
is Castelnuovo-Tedesco’s Dances of King 
David (composed 1925), which might with 
advantage be extracted from the cluster of 
recital-pieces. It fills most of one side, and 
presents the composer in an altogether 
more serious light than do the guitar trivia 
we are accustomed to hearing. I said 
South America above, but of course this is 
really the Italian Castelnuovo-Tedesco. 
Riccardo Pick-Mangiagalli (born 1882) is 
also Italian; his Dance of Olaf is not 
likely to arouse much interest. 

The Saint-Saéns Toccata is an enjoyable 
piece, played with clarity but not perfect 
rhythmic control. All in all, this recital 
(which is well recorded) leaves an indeter- 
minate impression. Heaven knows, we 
don’t want all pianists to make their disc- 
débuts with Carnaval, the Etudes Sym- 
phoniques and the Brahms Paganini Varia- 
tions ; but such things do give us a chance 
of getting to know more clearly what a 
player is like. On the other hand one 
might leave the beaten trail for novelties 
more attractive than these offered here : 
only the Dances of King David could be 
called in any sense a valuable addition to 
the catalogues. 


SPANISH MUSIC FOR GUITAR. Two 
Pavans (Milan); Folia (Sanz) ; 
Two Minuets ; Rondo (Sor) ; 
Recuerdos de la Alhambra; Al- 
borada—Little Musical Box (Tar- 
rega) ; Leyenda; Malaguefia (Ru- 
mores de la Caleta) (Albeniz) ; 
Danza Espanola No. 10 (Granados) ; 
Homenaje (Pour le Tombeau de 
Debussy) (Falla); Fandanguillo 
(Turina) ; Two Levantines (Espla) ; 
Melodia (Torroba) ; En los trigales 
(Rodrigo). Narciso Yepes (guitar). 
Decca LXT 2974 (12 in., 36s. 54d.). 

Despite the disc’s general title, not all the 
items here were originally written for the 
guitar—the Albeniz and Granados, for 
example, are piano pieces, and the latter 
cannot be said really to come off in this 
transcription. However, there is more 
variety in this recital than one might 
expect, though I associate myself with 

M.M.’s remarks last month (reviewing a 

similar selection played by Segovia) in 

wondering whether a twelve-inch LP is 

not altogether the wrong medium for a 

number of short items. Narciso Yepes is a 

clean-fingered (though not infallible) player 

with a rather academic approach: he is 
at his best here in the Albeniz Leyenda. 
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which is extremely well done and shows 
more feeling for colour than the rest, and 
in the Sanz Folia his double mordents are 
beautifully neat (what crude harmony 
there is, incidentally, in one diferencia cf 
this last!) The sleeve-note talks of the 
Tarrega Recuerdo as being “ full of a genuine 
poetry ’—there is indeed much the sare 
spirit as in the opening of Falla’s Nights in 
the Gardens of Spain—but the poetry only 
partly emerges on this occasion. (Incider.- 
tally, I agree whole-heartedly with M.M. 
about the feebleness of Sor: Fétis may 
have called him “ the Beethoven of tke 
guitar’, but it is the Beethoven of the 
Minuet in G). The main fault I find with 
Yepes is his insecure rhythm, which 
manifests itself on several occasions: he 
tends to hurry in scale figurations and 
semiquaver passages in general, and in the 
Sor Rondo he actually skips beats, making 
nonsense of the rhythmic phrase. The 
recording is excellent, apart from some tape 
hum. L.S. 


THE TROMBONE. Petite suite pour 
trombone (Baudo) ; Danse sacrée- 
danse profane (Defay). Gabriel 
Masson (trombone), Louis Dillies 
(piano), Serge Baudo (piano), Jean- 
Marie Defay (piano). Suite pour 
quatre trombones (Massis) ; Qua- 
tuor de trombones (Dondayne). 
Quatuor de Trombones de Paris. 
Decca LX3131 (10 in., 27s. 34d.). 

The bilge-pump: it had to come. But 
anyone expecting The Jester or Slidus 

Trombonus is in for disappointment, or 

relief, as the case may be, for this record 

throws all traditional-style calico-tearing 
solo tromboning on one side and substitutes 

a new and rewarding approach: the 

technical and expressive resources of the 

best dance-band playing are loaned, I hope 
not too temporarily, to the senior muse. 
Tommy Dorsey and his successors have 
shown us that the trombone can be lyrical, 
and that it can be played legato, especially 
if a wide-bore instrument be used, the 
technical difficulties eased by the use of 
vibrato, and full use made of alternative 
and more unusual slide positions. Showing 
is one thing, absorbing another ; it will ke 

a generation or two before the conventional 

trombone twaddle is out of the text-books 

for good. But evidently French trom- 
bonists, or some of them, have absorbed 
readily enough, and they demonstrate on 
this record that symphony players are nct 
in reality so far behind their dance-bard 
colleagues as they often sound to be. 

They are aided and abetted by the 
composers (who have heard of Tommy 

Dorsey too: surely a near-quotation of tke 

famous signature tune must be _ inten- 

tional ?). They exploit the full range of 
the instrument in pitch, dynamics, and 
tone-colour: many different forms cf 


An unusual record that 
should not be missed.... 


Phil Harris 


‘‘DECK OF CARDS” 
H.M.V. 78 r.p.m. BD 1231 4/- 
QDDODOODO 
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mute are used, but not the painful card- 
board variety that does solitary duty on 
many concert platforms. Baudo’s piece 
suffers only from the tinny recording of the 
piano duet accompaniment (the trombone, 
fortunately, is very well recorded) ; Defay’s 
only from its titke—perhaps an Eroica 
symphony is on its way! The Massis suite 
I didn’t enjoy, musically, as much as the 
refreshing sound of four very well matched 
trombones it introduced ; the Dondayne 
I did enjoy, but couldn’t tally the move- 
ments at all with those given in the sleeve- 
note. 

Orchestrally the style is, of course, 
outrageous; on duty the trombone’s 
essential function is to be masculine and 
dignified, and it must clearly remain so. 
But off duty a player surely wants to be 
lyrical from time to time, if he is to stay 
sane ; and just how well it can be done is 
demonstrated on this disc most adequately 
—along, of course, it goes without saying, 
with the qualities of the Selmer Trombone. 
In, that is, the right hands; the wrong 
can, you know, make it sound very different. 


CHORAL AND SONG 


BACH. Weichet nur, betrubte Schatten. 
Jacqueline Delman (soprano), Lon- 
don Baroque Orchestra conducted 
by Karl Haas. 

HAYDN, J. M. Mass in B flat major. 
Jacqueline Delman (soprano), 
Emerentia Scheepers (soprano), 
Kathleen Joyce (contralto), Boys’ 
Choir of Hampstead Parish 
Church (Martindale Sidwell), Lon- 
don Baroque Orchestra conducted 
by Karl Haas. Parlophone PMA1023 
(12 in., 36s. 54d.). 

The Bach adds notably to the secular 
cantatas available on disc. In the course 
of five soprano arias, interspersed with 
recitatives, it celebrates the arrival of spring, 
and of its traditional ancillary diversions. 

Jacqueline Delman sings it cleanly, and 
with sensitive phrasing; perhaps in the 
final Gavotte she could have more closely 
matched the pointed playing of the 
orchestra. This latter has several elements 
of distinction: the oboe obbligati of Janet 
Craxton, the harpsichord continuo of 
Lionel Salter, and the contributions to that 
continuo from time to time of Cecil James— 
replacing the ’cello with a bassoon, where 
the bass line is florid and light-hearted, 
turns out to be extremely effective: an 
idea, surely, to be copied. 

Michael Haydn, the younger brother of 
Franz Joseph, has not been much recorded ; 
_ and in the English lists not at all, until now, 
on LP. When he crops up it is usually 
because of an accidental or, historically, an 
intentional confusion of identity ; but in 
his own right he was very capable of writing 
agreeable music. Almost too agreeable, in 
fact, for ecclesiastical purposes, as in the 
case of his elder brother ; this Mass has its 
moments of dignity, but not at the sacrifice 
of gaiety—the Gloria starts off with nothing 
less than a rollicking waltz. 

The patron saint of this Mass is St. 
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Aloysius, and it was probably written in 
the first place for a village church in the 
Salzkammergut. Its intimate nature has 
been kept in mind in this performance, 
entrusted to a few strings, bassoon, organ 
(the recording took place in the Hampstead 
Parish Church), and a few boys’ voices— 
these are effective, particularly as frequent 
opportunity has been taken of contrasting 
them with the women’s solo voices, and 
some useful variety of tone is the result. 
This side of the record runs for something 
over half an hour (a little more including 
the pre-echo, rare phenomenon on this 
label, at the beginning). It doesn’t prevent 
it sounding well, as does the Bach on the 
reverse ; though neither side quite has the 
sparkle of tone that distinguishes the very 


best. M.M 
BELLINI. Il fervido desiderio ; 


Dolente immagine di Fille mia ; 
Vanne, o rosa fortunata; Vaga 
luna, che inargenti. 


GOUNOD. Venise ; Au rossignol ; 
Viens! les gazons sont verts. 


Suzanne Danco (soprano), Guido 
Agosti (piano). Decca LW5128 
(ro in., 18s. o4}d.). 

The three Bellini songs are graceful, 
nothing much more. A Claudia Muzio or 
a Gabriella Gatti would give them more 
glow and allure than Mme Danco ; 
admirably though she sings, a _ certain 
sameness is felt. With the Gounod batch 
she comes into competition with the 
Messieurs Bernac (for the Nightingale) and 
Souzay (for the other too). In _ Venise, 
Mme Danco and her pianist are gayer, 
more alert and smiling than M. Souzay ; 
it may not quite summon up “ Venise, 
l’indolente’”’ of the poem, but it is the 
more captivating and slightly brisker per- 
formance. The Nightingale has less subtlety 
than M. Bernac’s, though the recording is 
very good. P.H.-W. 


CHARPENTIER. Messe de Minuit. 
Claudine Collart (soprano), Jeanne 
Fort (soprano), Marie Théresé Cahn 
(contralto), Gérard Friedmann 
(tenor), Georges Abdoun (bass), 
Ensemble Vocale de Paris, 
Orchestra of the Paris Chamber 
Music Society conducted by André 
Jouve. London Ducretet-Thomson 
ELg93006 (10 in., 27s. 34d.). 

A delightful disc in every way. Char- 
pentier was a giant of the seventeenth 
century, and is only now beginning to come 
into his own. He was one of the unfor- 
tunate composers who suffered from Lully’s 
incredible monopoly of French music, and 
his first-rate dramatic talents were driven, 
if not underground, at least into the 
distance. Now, as they come into view 
once more, we are able to see what it was 
that caused his greatness. Unlike Lully, 
he actually composed all of his music 
himself, instead of leaving the details to a 
couple of pedestrian secretaries. Char- 
pentier’s remarkably rich counterpoint, his 
suave yet piquant harmonies (reminding 
us at times of his contemporary, Henry 
Purcell) and his sure handling of vocal] and 
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instrumental resources mark him out as a 
genius of the first rank. 

No sleeve is yet available, but I presume 
the edition used is the one prepared by 
Letocart about thirty years ago, from 
volume 25 of the Charpentier manuscripts 
in the Bibliothéque Nationale, Paris. The 
Mass is based on old French Noéls, homely 
Christmas carols with “‘ a pastoral, countri- 
fied character suited to the simplicity of 
the words ”’ as Jean-Jacques Rousseau tells 
us in his Dictionary of Music. The result 
is a work which is undeniably liturgical— 
as far as seventeenth century taste and 
custom was concerned—yet has a decidedly 
secular flavour, due entirely to these 
charming Christmas melodies. 

They occur as follows during the course 
of the work: Kyrie 1—*‘ Joseph est bien 
marié’”’; Christe 1—‘*Or nous dites 
Marie” ; Christe 2—‘‘Une jeune pucelle”’ ; 
Gloria—‘‘ Les bourgeois de Chastre”’ 
(Laudamus te), “Oud s’en vont ces gays 
bergers (Quoniam) ; Credo—‘* Vous qui 
désirez sans fin”? (Deum de Deo), “* Voicy 
le jour solemnel de Noél”’ (Crucifixus), “* A 
la venue de Noél” (Et in spiritum) ; 
Offertory—*“‘ Laissez paitre vos bestes ; 
Sanctus—** O Dieu que n’estois je en vie ” ; 
Agnus Dei—‘‘ A minuit fut fait un resveil ”’. 

The Offertory is for orchestra alone, and 
some of the Kyrie verses are given to the 
organ, which has a winning Cromorne 
beautifully scaled and winded. The choir 
has a bright, resonant tone-quality which 
adds to the general air of gaiety—even the 
Agnus Dei is a minuet! The soloists blend 
well and some of them, especially the tenor 
and the two sopranos, have really fine 
voices. The purist in me rebels somewhat 
against the occasional doubling of the first 
violin part in the upper octave, but on the 
whole the performance has taste and style. 
The recording is extremely good, and the 
balance between the various forces nicely 
calculated and carefully maintained. 

I can think of no better, and certainly no 
more Christmassy, a Christmas box for the 
music-lover who wants a change from the 
chestnuts. D.S. 


MENDELSSOHN. St. Paul Oratorio, 
Op. 36. Laurence Dutoit (soprano), 
Maria Nussbaumer (contralto), 
Otto Wiener (bass), Akademie 
Kammerchor, Pro Musica Sym- 
phony Orchestra, Vienna, con- 
ducted by Ferdinand Grossmann. 
Vox PL8362 (two 12 in., 72s. 11d.). 

St. Paul, much altered after its German 
premiére (with a largely amateur cast) was 
given for the first time in England at St. 

Peter’s Church, Liverpool, in October, 

1836. Although it aroused considerable 

interest, it never took a hold anything like 

as strong as that of Elijah on audiences here 
or abroad. The work shows Mendelssohn 
as an ardent disciple of Bach, in so far as 
the general form of the oratorio was con- 
cerned: chorales, massive choruses, and 
lengthy arias were welded into an indis- 
soluble mass of dramatico-religious utter- 
ance. The time for this kind of treatment of 
a religious text has long passed, and 
Mendelssohn’s St. Paul stands as a historical 
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monument of interest, though occasionally 
of boredom. One is constantly being 
reminded, by the music itself, that Bach 
did the same thing much better. His 
choruses were not so massive as those of 
Diisseldorf or Liverpool, but he shaped the 
cantata and oratorio in a way that Mendel- 
ssohn never could. 

The soloists on these discs are only partly 
admitted to the labels. Those who are not 
on the labels sing better than those who 
are, with the possible exception of the bass, 
who has a fine dramatic style and excellent 
control of his voice. The soprano has an 
indeterminate and unpredictable vibrato, 
and is weighed down by lumpy phrasing. 
The tone of the contralto is rather metallic, 
though reasonably good as regards diction. 
Most of the choral singing is fair, though by 
no means outstanding, and at times there 
is a tendency to sing flat. The recording 
itself is satisfactory, though mass is placed 
before detail. D.S. 


MOUSSORGSKY. The Nursery—Song 
Cycle ; With the nurse; In the 
corner; The beetle; The doll’s 
lullaby; The evening prayer ; 
Hobby horse; The cat and the 
bird. 

RACHMANINOV. In the silence of 
night, Op. 4, No. 3 ; Lilacs, Op. 21, 
No. 5; Summer nights, Op. 14, 
No. 5; The alder tree, Op. 26, 
No. 10; Oh, cease thy singing, 
maiden fair, Op. 4, No. 4; Sorrow 
in Springtime, Op. 21, No. 12; 
The soldier’s bride, Op. 8, No. 4; 
Vocalise, Op. 34, No. 14. Maria 
Kurenko (soprano), Vsevolod Pas- 
tukhoff (piano). Capitol CTL7068 
(12 in., 36s. 54d.). 

Maria Kurenko gives a delightful per- 
formance of Moussorgsky’s song-cycle and 
changes her voice very cleverly to suggest 
the child (most often, and sometimes 
maddeningly, to the fore) the nurse and 
the mother. The second song Jn the Corner 
is an excellent example of her art in this 
respect. The nurse begins reprovingly, 
and the child is told to go into the corner. 
Once there he becomes very self-righteous 
and then downright rude, drawing atten- 
tion to his nurse’s dirty face and his own 
clear countenance, and so on. The doll’s 
lullaby, the most beautiful of these amazing 
songs, is movingly sung, and there is a 
real child-like gaiety in the Hobby Horse, 
but it is really invidious to pick on any one 
song for all of them are so well character- 
ised. WVsevolod Pastukhoff is an admirable 
accompanist, and the success of this disc 
owes a great deal to him. Madame 
Kurenko is clearly not in her first youth, 
and though her phrasing is most musicianly, 
she cannot bring to the Rachmaninov’s 
songs the sheer beauty of tone or the 
legato that most of them need. This is 
evident in Lilacs and Summer Nights, 
which asks for a more sensuous quality of 
voice than she can command. The singer 
is at her best in The alder tree and (in spite 
of some pre-echo) in the lovely O, cease thy 
singing, maiden fair, which is very expressively 
done: but one is inevitably reminded of 
Jennie Tourel’s Columbia discs (LX1020 
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and 1038) in those of the songs duplicated 
here, and of Oda Slobodshya’s singing of 
Lilacs in the Rimington album. It was a 
mistake to include Vocalise which, even if 
superlatively well sung, sounds all too 
much like its title. I much prefer it in 
the arrangement for violin and piano, 
. The piano tone is rather wooden, but 
one is left in no doubt about the great 
artistic merit of Mr. Pastukhoff’s accom- 
paniments, and the balance is adequate. 
There is much on this disc to give pleasure 
and it is the first long-playing record of its 
material. A.R. 


NIELSEN. Three Motets, Op. 55 
Danish State Radio Madrigal Choire 
conducted by Mogens Woldike. 
Commotio, Op. 58. Georg Fjelrad 
(organ). Decca LXT2934 (12 in., 36s. 
54d.). 

Nielsen’s Three Motets were composed, 
the sleeve-note tells us, for Mogens Woéldike 
** in a style that the Palestrina Choir would 
find congenial, and Commotio was the result 
of his friendship with the distinguished 
Danish organist Emilius Bangert ”’. 

The author of the note-—who is, quite 
obviously, Robert Simpson (also author of 
an excellent book on the composer) is at 
pains to stress that Nielsen was never a 
religious man and—in his book—assumes 
that Nielsen chose the organ for his last big 
work as a testimony against “the fixed 
assumptions of religious thought, in favour 
of fearless acceptance and development of 
life as perceived’’. Well, that puts the 
great Christian thinkers firmly in their place 
—that is, if so naive a pronouncement could 
be taken seriously. Dr. Simpson, fortu- 
nately, writes much more _perceptively 
about Nielsen’s music. 

The texts of the motets are taken from the 
Psalms. Afflictus sum, the first one, is a 
setting of verse 8 of Psalm 38, Dominus regit 
me of the first verse and half of the second 
verse of Psalm 23, and Benedictus Dominus of 
verse 27 of Psalm 31. It is a pity that Dr. 
Simpson gives only the English translations 
of the Latin texts, as most people will not 
have a copy of the Vulgate in which to 
look up the latter. It may be useful, there- 
fore, to print the Latin words here so that 
the listener can more easily follow the 
composer’s expressive treatment of the 
words. (The numbering of the Psalms in 
the Vulgate is one figure less than in the 
Authorised Version.) 

Psalm 37. ‘* Afflictus sum, et humiliatus 
sum nimis : rugiebam a gemitu cordis mei.” 

This Motet is scored without sopranos 
and so the low and dark tones of the writing 
are emphasised. A_ sudden passage 
in thrice-repeated octaves (“‘ a gemitu cordis 
mei’’) is most effective and the soft recapitu- 
lation of the motet very moving. 


Psalm 22. ‘* Dominus’ regit me et nihil 
mihi deerit: in loco pascuae ibi me 
collocavit. Super me quem refectionis 


educavit me’ 

A beautifully limpid setting of one of the 
best-loved Psalms (“‘ The Lord is my 
shepherd ”’) without, of course, any of the 
harsh harmonic clashes that expressed the 
suffering in the previous motet. The 


3'3 
opening words are differently scored at the 
recapitulation. 

Psalm 30. ** Benedictus Dominus: 


quoniam mirificavit misericordiam suam 
mihi in civitate munita”’. In the opening 
bars Nielsen quotes a phrase from Pales- 
trina’s motet, “‘ Sicut cervus ” and thereby 
pays homage to his model. This is a 
radiant motet, moving to a fine climax. 
Words like these, with centuries of 
devotion in them, touched the composer 
more deeply, perhaps, than he anticipated. 
The singing of the Danish State Radio 
Madrigal Choir is very expressive, though 
not always quite sure in intonation, and 
the conductor has secured an excellent 
balance. she recording sounds best with 
a top cut. Commotio (Movement), con- 
structed like a Bach Toccata, has four 
sections: (1) a free improvisatory fantasia ; 
(2) Fugue 1 ; (3) aslow movement, leading 
to (4) Fugue 2 with a coda. The composer 
wrote to his organist friend that *‘ the work 
must be judged by the ear rather than 
seized on by the heart” and that he had 
tried to repress “‘ all personal and lyrical 
feelings ’’. He has not, of course, succeeded 
and the work has a grand austerity and, 
at the start of the slow movement, a lyrical 
beauty, that is good to hear. It is, as well, 
a fine piece of musical architecture and 
continuously interesting throughout its con- 
siderable length. Georg Fjelrad plays it, 
as far as I can judge, with complete under- 
standing and great clarity, and the organ 
(of which no particulars are given) is well 
recorded. A.R. 


VERDI. Requiem Mass. _ Elisabeth 
Schwarzkopf (soprano), Oralia 
Dominguez (mezzo-soprano), Giu- 
seppe di Stefano (tenor), Cesare 
Siepi (bass), Orchestra and Chorus 
of La Scala Opera House, Milan 
conducted by Victor de Sabata. 
Columbia 33C-X1195-6 (two 12 in., 
72s. 11d.). 

The team of soloists assembled for this 
performance is, as will be seen, a distin- 
guished one, the chorus (with some reserva- 
tions that will appear) sing admirably, and 
the orchestra (with no reservations) play 
admirably: but my final impression, after 
hearing this issue through twice, is one of 
disappointment. 

In the first place the dynamic contrasts 
seem to me exaggerated : and so they turn 
what is drama into melodrama. It is 
novel to have to complain of playing that 
is too soft: but, to give one of several 
examples, the string tremolos at the start 
of Lux aeterna are practically inaudible, and 
that is not what Verdi means by double 
piano. Again, when Elisabeth Schwarz- 
kopf begins (and very beautifully) the 
sustained note on “‘sed”’ in the Offertory 
one can scarcely hear the beautiful phrase, 
for two violins soli, above her voice which 
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The fol’owing line-by-line Libretti will im- 
measurably enhance your enjoyment of these 
Operas on Columbia Long Playing Records: 


‘LE NOZZE DI FIGARO’ - ‘CONTES D'HOFFMANN’ 
‘DIE ZAUBERFLOTE’ - ‘HANSEL & GRETEL’ 


‘ 

2 

i 
call 

. 

| 

‘ | 

ity, 
: 

rd 

. 

. 

: 

ax 
A 

$ 

2 : 
fa 

4 

3 

> 
A 


314 


she has to sing a short while after. It may 
be said that these are defects of balance for 
which the engineers should be blamed: 
but one must presume that a conductor 
listens to his work and that he has plenty 
of opportunity to correct such defects. 

The metronome marking for the start of 
the Requiem in my score is (Andante) 
crotchet equals 80: Mr. de Sabata takes it 
at more nearly 52 and that is surely too 
slow, though I must admit that the result 
is impressive. 

More serious is the odd effect in Agnus 
Dei (and in the lovely Requiem aeternam in 
Libera me). The voices come to one out of a 
tunnel, and only sound natural in the last 
four bars, and the orchestral detail also 
suffers. Miss Schwarzkopf appears to be 
crooning her way through Requiem aeternam, 
but she is patently shaping her phrases 
with all her accustomed art and she sings 
a perfectly attacked B flat at the end. It 
is exasperating to have a pianissimo applied 
artificially—that is what it sounds like— 
and I cannot understand why it happened 
this way. With all my admiration for 
Elisabeth Schwarzkopf it seems to me that 
the soprano part in the Requiem (the 
singer has only one solo and has often to 
dominate the chorus, all out) needs more 
full-blooded tone than, in the nature of 
things, she can give it: and though she 
rises heroically to every big climax, the 
result (on my _ reproducer) sometimes 
sounds forced. But all of her soft or 
moderately loud singing is lovely and her 
phrasing impeccable. Oralia Dominguez, 
a name new to me, gives a splendid per- 
formance of her part. In Liber scriptus her 
sudden cry “judex ” on a high F sharp is 
electrifying, and at all times her singing is 
richly satisfying. Giuseppe di Stefano is in 
very good voice, avoids any sobs in 
Ingermisco, but is inclined to sing too loudly 
in the trio Quid sum miser, and in the 
Offertory. 

Cesare Siepi is also excellent, though 
unable to equal Pinza’s chilling singing of 
‘** Mors stupebit ’ in the old H.M.V. set. 
I could not get the first loud entry of the 
chorus *‘ Te decet hymnus”’ to reproduce 
without ugly reverberation, and noted that 
here, as again in the Sanctus, the soprano 
line was poorly drawn. Apart from that 
the chorus, as one would expect, gives us 
good and fervent singing. Why is it that, 
as in the old set, no attempt was made to 
suggest the trumpets in the orchestra being 
answered (as directed) from afar. As it 
is, call and response are on the same level, 
and in the full chords the tep note is too 
faintly heard. This review is turning out 
to be a catalogue of complaints. Let me 
now therefore praise the performance of 
Dies irae, as a whole, the frightening 
tremor on the orchestra when the tenors 
are left singing, the ‘‘ Recordare”’, the 
instrumental introduction to the Offertory, 
and the clever avoidance, as far as is pos- 
sible, of anti-climax in the Libera me fugue 
after Requiem aeternam. I have rarely been 
so puzzled by a recording as by this one 
and one cannot forget that it has to meet 
the competition of Toscanini, and of 
Friscay (see this month’s letter from 
America. | 
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Mr. Schonberg speaks of Toscanini’s 
‘blazing interpretation of the orchestral 
part.” De Sabata can blaze too: though 
this recording rarely gives such an im- 
pression, whatever was the case on the 
spot. But this is very particularly a case 
where the intending purchaser must, if 
possible, make a judgment for himself. 

A.R. 
CHORAL RECITAL. Quae Morebat— 
Air No. 4 in E flat major ; 
Inflammatus—Duet No. 11 in B 
major from “ Stabat Mater” (Per- 
golesi). Alleluja in F major from 
** Exultate Jubilate ’’, K.165 ; Laudate 
Dominum from ‘‘ Psalm 116 ”’’, 
K.339; Sub Tuum Praesidium, 
K.198 (Mozart). Salve Regina, 
Offertorium in F major, Op. 47 
(Schubert). Pueri Concinite. Cantus 
Pastoralis (Herbeck). Ferdinand 
Jankowitsch (soprano), Ernst Jan- 
kowitsch (alto), Vienna Boys Choir, 
Vienna Symphony Orchestra con- 
ducted by Friedrich Brenn. Philips 
NBR6o11 (10 in., 24s. 64d.). 

This record gives us the full measure of 
the extraordinary accomplishment of Fer- 
dinand Jankowitsch, to whom his brother 
Ernst plays second fiddle after he has sung, 
and very well, his Pergolesi solo. Ferdinand 
has a voice of the greatest purity and 
flexibility over a range of at least two 
octaves. There is nothing sophisticated in 
his singing, and—thank goodness—no emo- 
tional tremolo of the kind some _ boy 
sopranos acquire who come to the public 
notice. 

The florid passages in the celebrated 
Mozart Alleluia are clearly sung and 
phrased, and we can forgive Master 
Ferdinand the high C at the close because 
of the joyful and unstrained sound of it. 
He produces another at the end of 
Schubert’s Salve Regina. This is a piece of 
small musical value, but it has an historical 
interest as being the composer’s first 
church composition, written in 1812, not 
long after his voice had broken and he had 
to leave the choir of the Convict School. 
He was then fifteen years old. Schubert 
set the words many times and never more 
beautifully than in 1819 (in A major), and 
I would give a great deal to hear Ferdinand 
sing this setting. His brother joins him in 
Mozart’s unremarkable, but rather charm- 
ing, motet Sub Tuum Praesidium, and the 
rest of the choir take part in the same 
composer’s Laudate Dominum—lovely, in 
spite of the lack of contrast that the men’s 
voices give in the original—and in an 
enchanting Christmas carol, Pueri Concinite, 
in which Ferdinand again has a solo. 
(I take the composer to be Johann Herbeck, 
who was appointed Court chief Kapell- 
meister in Vienna in 1866.) 

The Vienna Symphony Orchestra pro- 
vide adequate, if not very inspired, accom- 
paniments, and the recording is very good. 
Some of Ferdinand’s high notes hit out 
rather suddenly, in the manner of the boy 
soprano, and may give trouble on some 
reproducers, though they did not do so on 
mine. 

This is a wholly delightful record and an 
ideal Christmas present, A.R. 


December, 1954 


GREGORIAN CHANT. Primae Ves- 
perae in Nativitate Domini Nostri 
Jesu Christi (The Vespers of 
Christmas Eve). Choir of the 
Monks of the Benedictine Abbey 
of St. Martin, Beuron conducted by 
Pater Dr. Maurus Pfaff, O.S.B. 
D.G.G. Archive AP13005 (10 in., 
27s. 34d.). 

This is the first of three discs that Archive 
Production are devoting to Gregorian 
Chant in their splendidly planned series, 
about which L.S. wrote in such generally 
enthusiastic terms in last month’s issue of 
THE GRAMOPHONE. 

As Lionel Salter said, it is indeed a joy 
to be given an index card with detailed 
documentation about the recordings. The 
text of Vespers is not given on the card—it 
would be too long—but I imagine it will 
be included with the marketed disc. 

Vespers of the Benedictine Office differs 
from that of the Roman Office in having 
four instead of five psalms, a short Res- 
ponsory after the Chapter (called Lectio 
on the index card, which is the word used 
in the Rule of St. Benedict, though it is 
styled Capitulum in the Antiphonale Monasti- 
cum now in use), and Pater noster (after the 
Magnificat antiphon has been repeated). 
It would have been useful, for students of 
the Chant who may not have access to the 
Antiphonale Monasticum, to have had a note 
on the two Offices. and also to have indicated 
that the concluding antiphon of the B.M.V. 
is Alma Redemptoris Mater: but these facts, 
together with the text of the Office, may 
be appearing. There are, by the way, 
two small misprints on the index card, 
Patner for Pater, Antiphone for Antiphona. 
The edition used has the rhythmic signs of 
Solesmes, and the Ambrosian version of 
Pater noster which is sung is the one recorded 
also on H.M.S. 11 (H.M.V’s_ Aistory 
of Music in Sound. ‘This is pre-Gregorian. 

It is interesting to compare the singing 
of the Beuron Monks with that of their 
Solesmes brethren. They are singing 
solemn Vespers and so Magnificat is taken at 
a slow pace ; but in general, their rhythm 
is not so supple as that of Solesmes and 
their softening at the ends of phrases not 
so pronounced. It is fine and virile singing 
and recorded, in the Abbey church, with 
slightly clearer definition than on_ the 
Decca discs. The sense of a large space is 
very well conveyed. ‘To English ears the 
Latin pronunciation of the Beuron monks 
will seem more natural than that of the 
Solesmes monks, particularly in the matter 
of the vowel “‘u’”’. The disc is a valuable 
addition to the splendid Decca collection, 
and has the merit of giving the listener a 
complete service. ‘The surface is excellent. 


Popular LP Catalogue 


The Third Edition of THe GRAMOPHONE 
PopuLarR LP CaTALocueE will be available 
by mid-January. Increasing in size and value 
with every issue this catalogue lists all 


Popular LPs, standard and extended 45s and 
Recorded Tape issued in this country since 
June, 1950. Price 2s. 6d. or 2s. ad. direct from 
the publishers at 49 Ebrington Road, Kenton, 
Middlesex. Annual subscriptions ros. post free, 
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OPERATIC 
GOUNOD. Salut! demeure chaste e 


pure ! from “ Faust ”’. 

MEYERBEER. Recit.: Mi batte il 
cor. Aria: O paradiso! from 
“L’Africaina’’. Jussi Bjérling 
(tenor). R.C.A. Victor Orchestra 
conducted by Renato Cellini. H.M.V. 
DB21621 (12 in., 8s. 114d.). 


How lucky the New Yorkers are to have 
a singer like this appearing at their opera ! 
Bjorling’s “‘Salut ! demeure”’ makes Nicolz’ 
Gedda’s effort in the complete Faust appear 
very small beer. How sad that he was not 
invited to be the hero of the complete 
recording! The ringing high C sounds 
rather nasty on gramophones not equipped 
for dealing with American curves ; on those 
that are it is thrilling. The solo violin is a 
shade more insistent than it ought to be, but 
the orchestra plays sumptuously in both 
pieces, is well balanced with the voice, and 
is very well conducted. The Meyerbeer 
aria has already appeared on the EP recital 
7ER5025 ; the 78 recording is even better. 

A.P. 


MENOTTI. Amahl and the Night 
Visitors. 
Amahl Chet Allen (boy sop.) 
His mother 
Rosemary Kuhlmann (mezzo-sop.) 
Kaspar Andrew McKinley 
the (ten.) 
Melchior | three David Aiken (bar.) 
Balthazar | kings Leon Lishner (bar.) 
The page Frank Monachino (bar.) 


Orchestra and Chorus conducted 
by Thomas Schippers. H.M.V. 
ALP1196 (12 in., 36s. 54d.). 


Many people will like to have a record 
of the charming television opera which had 
a popular success in America, and later in 
a production by Christopher Simpson on 
the B.B.C. Having seen both, I testify that 
our own was the better and more imagin- 
ative, visually. But the American musical 
performance, as here, is surely more 
authentic. American accents seem to me 
better to become this transatlantic miracle 
play about a widow and her little cripple 
son visited by the Kings of the Orient 
voyaging to Bethlehem. Moreover, it is 
conducted by Thomas Schippers with a 
real feeling for the music and sung con amore 
no doubt by a cast picked and approved by 
the composer. ‘The boy’s voice and the 
mother’s have a distinctive timbre and both 
players are obviously feeling the music with 
much reverence and spirit. Older listeners 
may start making mental comparisons with 
Puccini’s Suor Angelica or Massenet’s The 


Juggler of Notre Dame, both of which exploit 


somewhat similar sentiments though through 
rather superior music. Perhaps one ought 
not to separate sight and sound in the 
matter of television opera: the music is 
perhaps hardly intended to stand under too 
fierce a light on its own. It has many 
effective and even touching passages, but 
for the greater part sounds faintly shop 
soiled. The good-bye chorus to the Kings 
reminds us of ““Good-bye to lovely Madeira”’ 
in a travelogue film. 
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I liked the concerted pieces, by angels 
shepherds and others, carols, and the 
entertainment put on by the potentates 
better than the Puccini-in-English effect 
made by the arioso, and the marvelling 
exchanges. ‘The curing of the little lame 
boy, however, catches a rising tide of 
excitement. Strong, rich recording. 


H.-W. 


MOZART. Aria : Se il Padre perdei. 
Sena Jurinac (soprano). Aria : Fuor 
del mar ho un mar in seno. 
Richard Lewis (tenor). From 
*“Idomeneo ” Act 2. Glyndebourne 
Festival Orchestra conducted by 
Fritz Busch. H.M.V. DB21529 
(12 in., 8s. 114d.). 

A welcome souvenir of Glyndebourne 
and of Fritz Busch’s conducting. Sena 
Jurinac sings her aria with perfect poise 
and a glow of feeling which in no way 
disturbs the “line”. Mr. Lewis is not 
quite so at ease and sounds rather over- 
wrought by the end ; on the stage one would 
hardly notice this. The balance is good. 

P. H.-W. 


MOZART. Don Giovanni. 
Don Giovanni John Brownlee (bar.) 
The Commendatore 
David Franklin (bass) 
Donna Anne Ina Souez (sop.) 
Don Ottavio 
Koloman von Pataky (ten.) 
Donna Elvira 
Luise Helletsgruber (sop.) 
Leporello 
Salvatore Baccaloni (bass) 
Masetto Roy Henderson (bass) 
Zerlina Audrey Mildmay (sop.) 
Glyndebourne Festival Orchestra 
and Chorus conducted by Fritz 
Busch. Producer: Carl Ebert. 
H.M.V. ALP1i199-1201 (three 12 in., 
109s. 44d.). 
Vienna Op. & S.O., Swarowsky (6/52) HLP2030 

This is the superb 1937 Glyndebourne 
Don Giovanni which previously existed only 
in a Mozart Society issue on 78s. It is 
splendid to have it generally available on 
LP, and the job has been done far better 
than the more cautious among us might 
have dared hope. In fact, unless you knew 
in advance, I doubt if you would be aware 
that it wasn’t a modern recording. It is, of 
course, the same performance, by which I 
mean that nothing has been fudged in: but 
it now comes forth much more vividly and 
strongly. 

It is a performance pour encourager les autres 
of which I believe there are some half a 
dozen in the way! Never had the late 
Fritz Busch’s conducting of a Mozart opera 
more vitality or bracing authority. Indi- 
vidual performances of solo numbers may 
not always stand up to comparison with the 
best in isolated performances; but you 
would have to go back before 1937 to the 
Frida Leider, Hempel or Schipa era to 
make those comparisons. The Donna Anna, 
the Donna Elvira and Leporello are excep- 
tionally successful by any standards, and it 
seems a pity (a small quibble) that the 
first’s name’s “‘ Non mi dir” (one of the 
best-achieved on disc) has to be broken by 


315 


a change from side 5 to 6. Otherwise the 
gain of LP is great even in a work so full of 
short scenes. John Brownlee’s Don was 
held in some quarters to be inferior to 
Stabile’s ; perhaps in the flesh it had less 
magnetic appeal or tonal nuance, and it 
was, even on record, naturally much less 
Italian-sounding. But to take an obvious 
test point, in this version of “‘La ci darem”’, 
Brownlee and Audrey Mildmay sound far 
more “ in character ’’, not to say far more 
musically aware, than Stabile and Hedda 
Heusser in the Nixa set, which is the only 
other LP performance available. Mildmay 
again scores in such things as “ Vedrai 
carino”’, not by challenging Elisabeth 
Schumann qua vocalist, but because she, 
the producer and the conductor were all 
working to the same idea; the whole 
performance is beautifully studied. I found 
I had forgotten what a good Masetto 
Roy Henderson was, and the Mozartian 
line of the tenor Koloman von Pataky 
which I was once apt to call unyielding now 


sounds quite as good as the tenorings of 


Simoneau whose recent Ottavios have 
earned him such praise. 

Without going into more detail I should 
unhesitatingly call this a fine performance 
and the best Don Giovanni available to-day. 
And that, in the case of this particular 
opera, is very high praise. P.H.-W. 


PUCCINI. In quelle trine morbide ; 
Sola perduta, abbandonata from 
**Manon Lescaut ’’, Acts II and IV. 
Un bel di, vedremo; Con onor 
muore from “ Madama Butterfly ”’, 
Act Il. Si, mi chiamo Mimi ; 
Donde lieta usci from ‘‘La Bohéme’’, 
Acts I and III. Senza Mamma from 
**Suor Angelica”. O mio Babbino 
caro from “ Gianni Schicchi’”’. Sig- 
nore, Ascolta! In questa Reggia ; 
Tu che di gel sei cinta from 
* Turandot’, Acts I, II and III. 
Maria Meneghini Callas (soprano), 
Philharmonia Orchestra conducted 
by Tulio Serafin. Columbia 33CX 
1204 (12 in., 36s. 54d.). 


A Puccini recital record which will be of 
the greatest interest to those who take sides 
about the controversial Mme Callas. No 
doubt about her range: she sings both Liu 
and the Princess Turandot’s taxing scene. 
She sings little Lauretta in Gianni Schicchi 
and also Butterfly’s death. And to each and 
every aria she brings the stamp of an 
individual artistry, something of character 
acting, and a concern for the dramatic and 
musical shaping of the aria which is very 
unlike the sort of Puccini singing we usually 
hear to-day. What is general nowadays is 
Puccini singing by young artists (if one can 
so call them) with more voice than 
sensibility, who are often dragged through 
the aria only by the conductor, who simply 
has to force them to phrase or to sing even 
roughly in time (not to say tune). Yet 
singers of that kind often have a lovely 
natural bloom on the voice or a heart- 
warming spontaneity: and neither quality 
do I hear often in Mme Callas. 

Compare her Manon to Tebaldi’s (on 
Decca). The latter has much more opulent 
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and sheerly, sensuously beautiful tone, plus 
much easier delivery. Yet Callas phrases 
the opening exquisitely, not matter-of-factly 
as Tebaldi does, but dreamily as Hina Spani 
used to. And the climax ? Tebaldi’s is 
strong and steady. Callas’s is exciting but 
is quickly invaded by a slow, heavy, pulsing 
vibrato which I can only say I find very 
distressing. This happens again and again 
at climaxes. For me, it spoils Mimi’s finale 
“Senza rancore’’, on which the diminu- 
endo is unsteady: it spoils Liu’s pathetic 
final *“‘ Liu non regge piu” (against the 
rising dulcimer scale), a phrase which such 
singers as Lotte Schéne or Schwarzkopf 
make etherially beautiful. 


As Turandot herself, Mme Callas makes 
a magnificent assumption: one feels the 
presence of a great Princess and the whole 
scena is carried through with enormous 
authority. At one place she is definitely 
inferior to Eva Turner, but this must be the 
most exciting effort since that fa™nous old 
ten-inch, even if the pulsing vibrato afore- 
mentioned does make it seem finally rather 
a hard won victory. Miss Turner’s com- 
manding high notes were like steel girders ! 
At the other end of the scale (figuratively), 
listen to the artistry with which “ O mio 
babbino caro” is_ phrased, especially 
toward the end; and the fresh meaning 
and pathos put in to Butterfly’s “‘ Che 
dira ? Chiamera Butterfly dalla lontana. ” 
It seems one can so seldom have everything : 
the voice in perfect bloom and ease, yet the 
temperament to make for a full range of 
artistry ; or only in exceptional cases. 

The orchestra and the conducting are 
splendid ; the recording is very successful 
in getting the best of the singer without 
catching and magnifying the occasional 
nasal hoot one has heard in some of the 
singer’s complete opera recordings. 

In short, an impressive record which will 


divide opinion. P.H.-W. 


PUCCINI. Recondita Armonia : Mario! 
Mario! Tosca ? Che non mi veda ; 
La povera mia cena; Mi dicon 
venal; Vissi d’arte ; E lucevan le 
stelle; Ah! Franchigia.... 
dolci Mani; Amaro sol per te, 
from “ Tosca”. Luisa Malagrida 
(soprano), Carlo Franzini (tenor), 
Antonio Salsedo (baritone), 
Orchestra Antonio Guarnieri di 
Milano conducted by Arrigo 
Guarnieri.: Philips NBL5001 (12 in., 
32s. 44d.). 

A fair Tosca bargain. These are scenes 
separated by scrolls like last month’s fine 
Otello record, but here the effect is definitely 
one of snippets ; the starts and stops seem 
arbitrary, as if it were simply a matter of 
space. It seems very odd for instance to 
record so much of the end of the church 
scene and then to stop dead and fudge a 
final curtain without so much as a bar of the 
Te Deum. The recording is rich and 
solid. The performance is of the kind one 
could call first-rate second class. The 
soprano is a good Tosca as they go, 
generous and something (if not always 
enough) of an artist. ‘The men are compet- 
ent but the Scarpia lags fatally behind the 
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beat sometimes and the tenor, in such 
famous music, hardly meets the challenge 
of comparison. P. H.-W. 


RIMSKY-KORSAKOV. Sadko. 
Sadko Georgi Nelepp (ten.) 
Liubava Vera Davidova (mez.-sop.) 
Nezhata 
Elisabeta Antonova (mez.-sop.) 
The King of the Sea 
Sergei Krasovsky (bass) 
Princess Volkhova 
Elisabeta Shumskaya (sop.) 
Duda Sergei Koltipin (bass) 
Sopeli Alexander Peregudov (ten.) 
First Elder 
Tikhon Tchernyakov (ten.) 
Second Elder Stepan Nikolai (bass) 
Viking Guest Mark Reizen (bass) 
Indian Guest Ivan Kozlovsky (ten.) 
Venetian Merchant 
Pavel Lisitsian (bar.) 
Apparition Ilya Bogdanov (ten.) 
Orchestra and Chorus of the 
U.S.S.R. State Bolshoi Theatre 
Academy. Chorus Master: Mikhail 


Shorin. Conducted by Nikolai 
Golovanov. Monarch MWL313-6 
(four 12 in., 145s. 10d.). 


The first thing that strikes one in this 
recording, the first of its kind to be issued 
in this country, is the astonishing rhythmic 
vitality of all concerned: and this carries 
one pleasantly over Rimsky-Korsakov’s 
rather frequent repetitiveness. The good- 


-humour of the big choruses is infectious and 


the singers seem untiring. The next thing is 
the magnificent singing of every one of the 
men soloists. On side five, for example, one 
hears first of all the “ Viking’s Song ” sung 
by a bass (Mr. Reizen) of the heroic 
Russian kind Chaliapin first revealed to my 
generation ; then comes the celebrated 
* Hindu Song ”, sung and played (notice 
the ritardandos) with a subtlety few of us, 
it is safe to say, has ever heard before. Mr. 
Kozlovsky is truly narrating the wonders of 
India and holds one in thrall throughout. 
This is something absolutely amazing. Last 
of all there comes the “* Venetian Song ”’ 

sung by a baritone (Mr. Lisitsian) with a 
superlatively fine voice, who seems to revei 
in the high ¢essitura of the last stanza. And 
these singers do not appear again ! 

Georgi Nelepp, the Sadko, has a fine 
lyrical tenor voice, with plenty of power, 
that always gives the greatest pleasure, and 
nowhere more than in his first solo in the 
Prelude, and the song he sings by the shores 
of the lake (side 2). In the rest of the opera 
he gives us beautiful singing in the duets 
with the Princess of the Sea (for the first of 
which (side 2) Rimsky-Korsakov writes one 
of his most ravishing tunes) and with his 
first love, Liubava (side 8): but unfortu- 
nately the two ladies who take these parts 
have not the same vocal appeal. Elisabeta 
Shumskaya certainly sings the Princess’s 
exquisite farewell lullaby over Sadko very 
charmingly, and has no difficulties with her 
florid phrases, but her voice becomes glassy 
and brittle when she puts any pressure on 
it: and though Vera Davidova sings 
expressively and dramatically she cannot 
keep her tone steady. It is the same fault 
I noted in the Czech recording of Dalibor, 
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but I do not remember the Russian wome:: 
singers who visited us in pre-war years were 
afflicted by wobble. I do remember thc 
beautiful, if incisive, quality of their voice:. 

The other mezzo-soprano, Elisabet. 
Antonova, has a voice that sounds as if, «t 
full pressure, it could knock down a hous:. 
and power is what is required for her par“. 
She keeps a steadier course than the othcr 
two. 


The recording is certainly prejudiced by 
the quality of tone emitted by the two 
leading- women singers, but not seriously in 
view of the splendid achievements of the 
rest of the company. 


The King of the Sea, a stentorian bass, 
and the two Buffoons are delightfully 
characterised and excellently sung parts. 

The orchestra is well recorded, except 
for a regrettable tendency for sustained 
woodwind chords to waver in pitch. The 
English horn has a peculiarly fascinating 
tone, and the strings are very good : and one 
of the most enjoyable things in this issue is 
the music of the ballet under the sea, 
especially the delicately played dance of 
the gold and silver fishes. 

The chorus fully lives up to its high 
reputation and the huge ensembles in the 
Port of Novgorod scene, and at the end of 
the opera, are well contained by the 
recording. 

The general effect is of a stage perform- 
ance, not a recording in a studio, or opera 
house, without audience I found this 
most melodious and fascinating opera, as 
a whole, extremely enjoyable, and look 
forward greatly to the others that are to 
come. 

A leaflet is issued with the records giving 
a synopsis of the action in each scene, but 
with no indication of cuts. There are a 
number of small ones, and one very con- 
siderable one in the Finale of the opera. 


STRAUSS, JOH. Wiener Blut. 


Prime Minister Karl Dinch 
Graf Zedlau Nicolai Gedda 
Gabriele Elisabeth Schwarzkopf 
Franzi Erika Kéth 
Kagler Alois Pernerstorfer 
Josef Erich Kunz 
Pepi Pleininger Emmy Loose 
Franzi Hanna Norgerd (diction) 


Bitowski Karel Stepanek (diction) 
Philharmonia Orchestra and 
Chorus conducted by Otto 
Ackermann. Columbia 33CXS1186/ 
33CX1187 (two 12 in., 61s. od.). 
Berlin Civic Opera, Lenzer (7/54) ULP9209 
. The quick eyed reader will have observed 
that this is in many cardinal respects the 
team which gave us that delicious Columbia 
Merry Widow. They are in a different class 
from the other Berlin team (see above) with 
Rita Streich and Traute Richter and the 
whole effect of the work is much more 


. amusing and elegant besides being individu- 


ally much better sung and filled with an 
unstressed Viennese charm: the charm 
you got from Kunz and Schwarzkopf in the 
Léhar work. The spoken dialogue _ is 
reduced of course but it is there, which not 
everyone will like. And against the work as 
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TO 


ALL WHO LOVE 
GOOD MUSIC 


Those who will crowd into Astra House 
Right up till closing time on December 24th 
And those who can only write to us from afar 


TO OUR FRIENDS IN EVERY CORNER OF THE 
GLOBE 


Christmas Greetings 


AND 


Best Wishes for the Coming Bear 


FROM 


The Directors and Staff 
of 


THE GRAMOPHONE EXCHANGE 


Gramophone Records are the most welcome of 
seasonal gifts among music lovers, and this year, as 
always, our unrivalled postal service will ensure safe 
and speedy delivery of countless, thoughtfully chosen 
presents. We should like to take this opportunity of 
reminding you that December 18th is the last date on 
which Inland Parcels should be despatched if you 
wish to ensure their timely arrival. 


If you wish to leave the ultimate choice to the re- 
cipient, or if it is too late to send an Overseas Parcel 
in time for Christmas, Record Tokens (which can, 
if need be, travel by air-mail) present an ideal solution. 


As a modest yet thoughtful gift for a friend who 
is just starting to build up a record collection we 
suggest a copy of the latest ‘ Classical’ LP Catalogue 
together with a year’s subscription for our monthly 
record review, “* Critique ” (total cost 11s., including 
postage). 


Hours of Business: 10 a.m. to 5.30 p.m. daily, 
except Thursdays (10-1) and Saturdays (10-4). 


THE GRAMOPHONE EXCHANGE 


Founded in 1906 for the and of gramophone 


Astra 
121-123 Shaftesbury Avenue 
Bar 3007 


London WC2 


The GRAMOPHONE 


PARLOPHONE 


LONG PLAYING RECORDS 


* — for everyone 


JACQUELINE DELMAN 


and the LONDON BAROQUE ORCHESTRA 
conducted by KARL HAAS 


Cantata *“ Weichet nur betriibte Schatten ”"— J. S. Bach 
(Obbligati Players : JEAN POUGNET, Violin ; 
RAYMOND CLARK, "Cello ; JANET CRAXTON, Oboe ; 
CECIL JAMES, Bassoon ; LIONEL SALTER, Continuo) : 


with EMERENTIA SCHEEPERS 
KATHLEEN JOYCE 


THE BOYS’ CHOIR OF HAMPSTEAD PARISH CHURCH 
(Chorus Master and Organist: Martindale Sidwell) 


Mass in B flat major (“* St. Aloysius ”)—J. Michael Haydn 
PMA1023 


“‘Can-Can’’ —cOLE PORTER 


Vocal Gems from the Original London 
Production sung by the Original Artists, including : 


IRENE HILDA, EDMUND HOCKRIDGE, 
ALFRED MARKS, GEORGE GEE, GILLIAN LYNNE 


Overture ; Maidens typical of France ; 

Never give anything away ; C’est magnifique ; 
Come along with me; Live and let live; 

I am in love; If you loved me truly ; 

Montmart’ ; Alles-vous en, go away ; 

Never, never be an artiste; It’s all right with me; 
I love Paris ; Can-Can 


PMD1017 


Humph at the Conway 


(Humphrey Lyttelton and his Band) 


Humphrey Lyttelton’s famous September concert. 
recorded at the Conway Hall, London 


Texas Moaner; Coal Black Shine ; 

Last Smile Blues; Elephant Stomp ; 

Wally plays the Blues; My bucket’s got a hole in it: 
I double dare you; That’s the blues old man: 

Feline Stomp; St. James Infirmary Blues ; 

Memphis Shake ; Mo pas lemmé cas 


PMC1012 
Cover design and analytical notes by Humphrey Lyttelton 


33; R.P.M. LONG PLAYING RECORDS 


THE PARLOPHONE CO. LTD., 
RECORD DIVISION, 8-1l GREAT CASTLE STREET, W.1. 
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Your sort 
music... 


MODEL 1045. 145 GNS. 


De Luxe A.C. auto-radiogram designed for high fidelity reproduc- 
tion. 9-valve superhet with cathode ray tuning. The push-pull 
out-put stage has negative feed back and its 14 watts output is 
handled by 12-in. and 7-in. P.M. speakers. The Garrard 3-speed 
record changer plays 7-in., 10-in. or 12-in. standard or LP records. 
Its elegant yet substantial cabinet provides ample record storage 
compartment. 


Dimensions : Height 36%”, Width 46”, Depth 19%” 


MODEL 445. 72 GNS. 


Auto-radiogram with all-wave, 7-valve superhet receiver and three- 
speed turntable. A.C. mains. Twin 8-in. speakers and tone- 
compensated volume control. Automatic record changer plays ten 
7, 10 or 12-in. records (unmixed). Crystal pick-up with sapphire 
styli and a reversible head for long-playing and standard speeds, 
Beautiful figured walnut veneer cabinet. 


Dimensions : Height 34”, Width 35”, Depth 172” 


MODEL 345. 55 GNS. 


A.C. automatic radiogram with all-wave, 5-valve superhet receiver. 
Three-speed record changer plays up to ten 7, 10 or 12-in. records 
automatically. 10-in. permanent magnet speaker, and tone-com- 
pensated volume control. Reversible-head type crystal pick-up. 
Extension speaker sockets and internal speaker muting switch. 
Handsome walnut veneered cabinet. 


Dimensions : Height 26%”, Width 30”, Depth 163” 


Clearly FERRANTI 


for sight and sound 


POST THIS TODAY! 


FERRANTI LTD. RADIO SALES OFFICE, MOSTON, MANCHESTER 10 
Please send me full details of the Ferranti range. 


NAME ..... 
ADDRESS 
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XXXI 


Worlds of Entertainment 


become available to you 


SUITCASE 
TAPE RECORDER 


Buy on the M.O.S. 


minimum value.) 


PERSONAL CREDIT PLAN 


Send 10% Deposit with order, 
balance spread over any period up to 
18 months. (24 months for £50 


With many additional 


SPECIFICATION 

%& Illuminated full vision coloured tuning 
scale 114 in. by 6} in. 

% Negative feedback 6LD20, 6LI,(2)-6P 25, 
UU7 and 6MI. 
8 valves—6C9, 6F15, 

% Separate bass and treble controls for 
cut and lift. 

%& Wave bands 16-50; 190-550; 1,000- 

2,000 metres. 


%* Magic eye tuning indicator and precisian 
flywheel tuning. 
%* 8 watts push-pull output. 


The Custom Built 
BURGOYNE 


RADIOGRAM CHASSIS 


Every feature you have always wanted ! in 
this 8-valve superhet Radiogram Chassis. 


% Heavy gauge steel chassis, specially 
treated against corrosion. 


Special mains transformer with smooth- 
ing circuit reduces hum to a minimum. 

%* Clear long distance reception. 

% Recommended for use with 10in. or 12in. 
P.M. speaker, e.g., W.B. Type HF 1012 

%* Speech coil impedance 3 or 15 ohms. 

% Extension speaker sockets. 


%* Size 94 in. high by 13 in. wide by 8 in. 
deep—chassis height 23 in. 


ac. MAIL ORDER SUPPLY CO. 


THE RADIO CENTRE 


33 Tottenham Court Road - 


London - W.I - Tel. MUS 6667 


lid 7 in.) ¥& 200-250 v. A.C. 

| Mains. ¥ Radio Gram. and 
Microphone Inputs. Auto. 

matic Erasure. Drop-in Tape 
Loading. Recording sense 
e toB.S.s. 


It’s NEW and it's NEWS ! 
The ‘EDITOR’ SUPER Two-Speed Tape Recorder 


A de-luxe version of the “* Editor ’’ Two-Speed. 


of inputs, monitoring, all-leather 
case, new design single-knob control super 5 5 
tape deck, and other technical refinements. GNS. 


with these brilliant equipments 


TWO-SPEED MULTI-PURPOSE 
TAPE RECORDER 


SPECIFICATION 


% Tape speeds 7} in. and 33 in. sec. ¥ Twin track heads. % Three 

specially designed recording motors provide fast forward run and 50 

sec. rewind without unlacing tape. % INDEPENDENT BASS AND 

TREBLE CONTROLS FOR RECORDING AND PLAY BACK. * : 

Negligible wow and flutter. ¥% 1,200 ft. tape will provide TWO hours Bs 
playing time. ¥% Amplifier may be used independently for high quality f 

record production. ¥ High fidelity Recording Head. %& Provision for 

external speaker. 4&4 watts output. %Positive servo braking. % Compact 


size for ease of handling, only 
163 in. by 12 in. by 5 in. (with 


facilities including 


Two 
YEARS’ 
GUARANTEE 


22 «xs. 
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Ethereal Virtuosity 


and Solemn Chant 
Faithfully Rendered 


It’s the exclusive 
Magidisk which selects 
any 10 records, 7-in., 10-in. 

or 12-in., mixed in any order 
—up to 5 hours non-stop playing. Ss 


— 


To hear sacred music as the great composers wrote it—to be awed by the unalloyed treble aria and 
sanctified choral passages—you need the Monarch autochanger. This instrument quietly functions 
like a master, automatically and smoothly taking you from record to record, reproducing with grand 
fidelity all the world’s marvellous recorded works. Built by sound experts for a critical public, 
tested and proved by an independent research, the Monarch autochanger is everywhere installed in 
leading radiograms and record players of today. Ensure that your new radiogram is fitted with 
this outstanding instrument. 


Your dealer will be glad to demonstrate on your own records if you wish. 


THE WORLD’S FINEST AUTOCHANGER 


BIRMINGHAM SOUND REPRODUCERS LIMITED 


45 


ait Ch mee AL 


(fy — f 
“CG — — >= 
YH Yj 
4, 
\ 
— Wi 
- 
+ / Vj 
YY 
5 44H) 
= 
- ‘ 
; 
> 
‘ 
4 


December, 1954 


a whole one has again to say that it is a 
posthumous confection into which went 
hundreds of Strauss melodies which one 
knows already in other connections, so 
that the music often seems second hand, as 
indeed it is. But seductive singing of this 


standard, backed with such suave and- 


delicate orchestral playing gives a new 
gleam éven to the most hackneyed of Strauss 
waltzes and polkas and all but the very 
austere are likely to catch themselves 
smiling. Excellent recording. P. H.-W. 


WAGNER. Briinnhilde’s Immolation: 
Siegfried’s Rhine Journey and 
Siegfried’s Funeral Music from 
Kirsten Flag- 
stad (soprano). Philharmonia Orch- 
estra conducted by Wilhelm Furt- 
wangler. H.M.V. ALPi016 (12 in., 
36s. 54d.). 
Rhine Journey : 

N.B.C. S.0O., Toscanini (9/54) (H)ALP1173 
Rhine Journey and Funeral Music : 
Munich Op. Orch., Konwitschny (2/54) ULP9065 
Pittsburgh $.O., Steinberg (9/53) CTL7uU35 
This magnificent recording of The Closing 

Scene from Die Gétterdimmerung awakens the 

keenest regret that steps were not taken to 

record the whole of The Ring before Kirsten 

Flagstad’s retirement. Briinnhilde was her 

finest part and one with which she identified 

herself more completely than she was 
always able to do with Isolde, wonderful 
though her singing of that part was. 


But we must be thankful for what we 
have. There is the superb complete 
recording of Tristan: and now with the 
great singer in as fine a voice, Furtwangler 
and the orchestra as inspired as in that set, 
and a recording as worthy of them all, there 
is this outstanding issue. 

As the first bars sound, one feels the 
thrill that heralds a great performance: 
and it is indeed, and superlatively, that. 

Out of many glorious passages I must 
select first Briinnhilde’s solemn appeal to 
the Gods (‘* Oh ihr, der Eide ewige Hiiter’’), 
and the sentence immediately preceding it, 
in which Flagstad’s rich, low tones (time 
here beautifully compensates the singer for 
some loss of brilliance at the top of the 
voice) are so poignant. Her singing of 
“Ruhe” at the close of this section is 
famous, and here it seems more lovely than 
ever. Her final greeting to Siegfried is 
heroically sung. . 

Furtwangler, to take another instance, 
builds up to the catastrophic climax with 
tremendous power: and when the theme 
of redemption through love rises radiantly 
above the ruined world of the gods, and 
the orchestra sounds the perfect concords 
with which the huge work closes, one is 
filled with immense gratitude for an 
invention that—even if at second hand— 
can bring so vividly before us Wagner’s 
mighty achievement in so inspired a 
performance. The engineers have done a 
fine piece of work, for the balance is 
remarkably good and the detail very clear. 

Sieg fried’s Journey is not so brightly 
recorded as on Toscanini’s disc and seems 
a little foggy at the start: but the noble 
performance of the Funeral Music, in which 
the conductor dispenses with the ritardandos 
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that very slightly marred his earlier 78's 
recording, is better recorded than before, 
and is, indeed, excellent. 

Be warned to listen to these pieces first of 
all. The Closing Scene is so tremendous that 
nothing can be heard after it for some 
considerable time ! 


OPERATIC RECITAL. Recit.: Sorta 
é la notte ; Aria: Ernani, involami 
from Ernani ”’, Act I. D’amor sull’ 
ali rosee from “ Il Trovatore’’, Act 
IV (Verdi). L’altra notte in fondo 
al mare from “ Mefistofele ’’, Act IIT 
(Boito). Recit.: Gli avrei detto ; 
Che me ne faccio from “‘ Madame 
Sans-Géne’, Act II (Giordano). 
Recit.: Qual fiamma avea nel 
guardo ; Balatella: Oh! che volo 
d’augelli ; “ Nedda!.. . Silvio, a 
quest’? ora” from “ Pagliacci”’, Act 
II (Leoncavallo). Sorgi, o padre from 
** Bianca e Fernando ”’, Act II (Bellini). 
Selva opaca from “‘ Guillaume Tell ”’, 
Act II (Rossini). Ancora un passo 
or via from ‘* Madama Butterfly ’’, 
Act I. Vissi d’arte from “ Tosca ’”’, 
Act II (Puccini). Claudio Muzio 
(soprano). London TWV91053 (12 in., 
36s. 54d.). 

This is the first of two discs issued in 
America under the title “‘ The Duse of 
Song ”’—a title that all those who saw and 
heard Claudio Muzio in opera will feel to 
be amply justified. These recordings are 
transfers from six Edison and four Pathé 
** hill-and-dale ”’ discs all made in America 
between 1918-23. ‘The interesting sleeve- 
note on the great soprano tells us that 
Muzio is prominent in the Edison cata- 
logue for the quality of the music she 
recorded. While Maggie Teyte was en- 
gaged to sing “ I’se gwine back to Dixie ”’, 
and Frieda Hempel “ Little Alabama 
Coon ”’, Muzio was allowed rare selections 
—some of which, indeed, have never since 
been recorded. One of these (unless I am 
mistaken) is the beautiful aria from 
Bellini’s second opera Bianca e Fernando, 
which she recorded in 1923. It is the 
latest dated disc of the lot and, not un- 
naturally, the best, and it has the advantage 
of a harp in the accompaniment. But in 
every aria Muzio’s lovely shaping of her 
phrases stands out, however poor the 
recording: and even when—as in the aria 
from William Tell—a slow goods train 
seems to be included as a background 
noise. Muzio has wonderful rhythmic 
vitality and there is never a sign of strain— 
as so often nowadays—when she rises to 
climaxes. Her moving low notes and dark 
tone quality are well shown in the Mefisto- 


fele aria: what a joy it is to hear Vissi 


d’arte sung cleanly and without any pump- 
ing out of emotion at the end. 

The disc is, of course, for the connoisseur, 
who will ignore its mechanical imperfec- 
tions. It is a pity, by the way, that the 


arias follow so closely one upon another on 
the disc: they almost run into one another. 
I hope Mr. Shawe-Taylor will be able to 
devote some space in his next quarterly 
review to this issue, which deserves much 
more attention than I can give it. I hope, 
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also, the other disc will shortly follow, and 
also those made in the early days by 
Destinn. I ought to add that the pitch of 
the arias, so far as I could check it, is 
correct. A.R. 


HILDE GUEDEN RECITAL, VOL. Il. 
Wiener Blut muss was eigenes 
sein; Griiss dich Gott, du liebes 
Nesterl from ‘‘ Wiener Blut ’’. 
Entr’act from Die Fledermaus ’”’. 
*Komm” Held meiner Traume 
from ‘‘ Der Tapfere Soldat ”’ (Strauss). 


Ich war so gern einmal verliebt 
from “Sissy” (Kreisler). Intro- 


duction and Chorus from “ Grafin 
Mariza”? (Kalman). Heut’ konnt’ 
einer sein Gliick bei mir machen 
from “‘ Madame Pompadour ” ; Auto- 
mobilmarch from “ Die Dollarprin- 
zessin’’ (Fall). ich cymbalk- 
lange from “ Zigeunerliebe ”’ (Leahr). 
Hilde Gueden (soprano), Vienna 
State Opera Orchestra and Chorus 
conducted by Max Schonherr. 
Decca LW5133 (10 in., 18s. o4}d.). 


For those whose taste is not utterly 
austere, for all those, in short, who enjoyed 
Hilde Gueden’s Rosalinde in the Decca 
Fledermaus, there will be much to attract in 
this pot pourri. Mere curiosity might 
make you want to hear the “ Motor Car 
March ” from the Dollar Princess (it turns 
out to be very catchy) ; and once launched 
into Sissy’s slow waltz song about wishing 
to be in love, just once, it would be a dull 
sort of fellow who didn’t execute a few 
lumbering waltz turns about the room in 
secret. ‘The performances are all good, all 
appealing, all souped up with chorus 
effects and Viennese schmalz. Possibly the 
song from the Chocolate Soldier is a little too 
insistently accented, but the Magyar 
nonsense from the Gypsy Baron is done with 
great authenticity : first the yearning, 
then the high jinks. P.H.-W. 


NATIONAL FEDERATION OF 
GRAMOPHONE SOCIETIES 


The Twelfth Annual Generai Meeting of the 
N.F.G.S. was held at The Royal Empire 
Society, Craven Street, W.C.2, on November 
6th, the large hall being comfortably full. 

Reports of the Committee and the Honorary 
Treasurer were adopted after some interesting 
discussion. They indicated that it was a year of 
gradual expansion—expansion in the facilities 
offered to affiliated societies, in regional 
activities, in expenditure, and in the news 
column in THE GRAMOPHONE. 

After tea a stimulating illustrated talk on 
*“* Style’ was given by Mr. Lionel Salter, and 
after supper Mr. Peter Katin’s excellent Bach 
recital was followed by encores in the shape of 
Scarlatti sonatas. Proceedings concluded at 


10 p.m. 

Victor Silvester 

IN AND HIS ORCHESTRA 
PLAYING A 
STRICT | Jones Medley 
TEMPO 
on Columbia 78 r.p.m. Record 
DX 1919 (6/4d.) 
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NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


To many people Christmas would not be 
complete without at least one new record of 
carols sung in the style to which we are 
accustomed and for these Christmas Carols sung 
by the Royal Choral Society under Sir 
Malcolm Sargent, with Arnold Grier at the 
organ, is ideal. All concerned are old friends 
including many of the carols but interspersed 
with popular favourites are a number of less 
known but very beautiful songs. The complete 
list of titles is “‘ Hark! The Herald Angels 
Sing,” ‘A Cowboy Carol,” “ The First 
Nowell’’, Carol of Beauty”’, Now once again 
our hearts we raise’, Winter’’, “‘ Ding, Dong, 
Merrily on High’’, “‘O come, all ye faithful’, 
While Shepherds Watched’’, Christmas is 
coming”, ‘Jesu, Word of God incarnate’, 
“Silent Night’’, Greensleeves’’, “‘ Coventry 
Carol”? and “The Boar’s Head Carol’. 
Without having been able to make direct 
comparison I should say this is probably the 
best record that the Royal Choral Society 
have given us. 

Sweden is also a land in which Christmas is 
one of the great festivals and in the London 
International series Decca gives us two records 
called respectively Greetings from Sweden and 
Christmas in Sweden (WBg1046 and 7 respec- 
tively). The former starts off with three 
Christmas songs—‘ Staffen var en Stalle- 
drang’’ (Stephen was a stable boy), “ Nar 
juldagsmorgen glimmar’”’ (When Christmas 
morn is dawning) and “ Bethlehems stjarna ”’ 
(Star of Bethlehem)—all of which are simple 
and folk-like in character. ‘The latter is sung 
by Daisy Schorling, a soprano of pleasant if 
not noteworthy quality and the two former 
are sung respectively by the Melody Girls and 
Kariskoga amber Choir. These are 
followed by a “‘ Rhapsody of Christmas Dances” 
played and sung by the Melody Singers and 
Egon Kjerrman’s Orchestra, a very jolly 
selection. On the reverse side are “ Five 
Traditional Swedish Dances” played by 
orchestras directed by Valle Soderlund and 
Kalle Nilo respectively. Two are waltzes, one 
a polka, one a schottische and one a ‘hambo 
which is in quick triple measure and the figures 
of which, I gather, are not unlike those of the 
schottische. These are a very pleasant change 
from English dances, whether old or new, and 
are most attractive. In style the orchestras 
rather resemble what we used to know as 
Novelty Orchestras’’. Accordions play a 
prominent role throughout. 

Most curiously the first side of the second 
record also gives us the same three Christmas 
Songs, but in more extended versions sung by 
the same artists and the side is completed this 
time with “ Stilla Natt, Heliga Natt’. On the 
reverse is a rumbustious collection of Christmas 
games and dances played and sung by Egon 
Kjerrman’s Orchestra and Choir and 
called ** We are going to have a merry ball’’. 
Because of the duplication mentioned above 
few people will want both these records and 
the choice of which to have is very difficult. 
For me the ideal record would contain the 
extended versions of the songs on one side and 
the five dances on the other. 

A curious issue for the English market is 
Decca’s Le Petit Monde de Don Camillo from the 
sound track of the film by Julien Duvivier 
based on the novel by Giovanni Guareschi 
(LF1144). Curious because it is in French and 
so must inevitably have a very restricted 
market. In this record the part of Peppone, the 
communist mayor, is dubbed by Jacques 
Eyser. In the film this role is played by Gino 


Cervi. I do not know the reason for this 
dubbing—probably some contract difficulty— 
but it is very successfully achieved. Fernandel 
as the lovable priest is, of course, perfect. 
There will still be some who will be offended, 
or at least made uncomfortable by the con- 
versations with Christ, but Guareschi disarmed 
much criticism when his great novel was 
published by saying “ the one who speaks in 
my story is not Christ, but my Christ—that is 
the voice of my conscience’’. In the space of 
the two sides of a ten-inch long player much of 
the effectiveness of this story of two contrasting 
ideologies has been preserved. 

Three H.M.V. “ 78” records for children 
can, I think, be included in the Christmas 
category. They contain episodes in the Ad- 
ventures of Dilly Duckling by Dilly, Dimple and 
Narrator with Philip Green and his Orch- 
estra. The individual titles are “ Dilly’s 
Morning Paddle”, and “ Dilly Duckling’s 
Treasure’ (BD1330) ; “ Dilly’s New Suit’’, 
and “Dilly the Fireman” (BD1331); and 
** Dilly and the Duck Scouts ”’ and “ Dilly the 
Cowboy” (BD1332). All are excellent but 
perhaps 1331 is the most entertaining. , 

I like Father Sydney MacEwan in The 
Road to the Isles less than in his previous records. 
I prefer a simpler and less obviously pointed 
version of this lovely song. He is much more at 
home in the sentimental but rather common- 
place Ireland my Home on the reverse (Col. 
DB3535)- 

The Band of H.M. Royal Marines (Ports- 
mouth) under Lieut.-Col. F. V. Dunn, 
M.V.O., plays an early but one of the best of 
Sousa’s marches Washington Post coupled with 
another old favourite—Holzman’s Blaze Away— 
in true Marine style ; that is to say impeccably 
and in true march tempo (H.M.V. B10782). 
The latter is recorded much more cleanly and 
incisively than the former. Indeed it is difficult 
to believe that the two sides were made at the 
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same recording session. Perhaps they weren't 
of course. 

Of three new records in the Regal-Zono- 
phone special Salvation Army series I like best 
Meditation-Adeste Fideles, a fantasia on the ever- 
popular old Christmas melody (MF386). It is 
played by the massed bands of Cambridge 
Heath and Tottenham Citadel. The adci- 
tional “‘ weight ”’ of the massing of two bands 
is felt much more in the quieter passages than 
in the louder ones. It gives a ess and 
breadth of tone that cannot be obtained from a 
band of normal composition. The same pair 
of bands also play effectively a pleasant if not 
very noteworthy march Mighty to save which is 
coupled with a neat but conventional cornet 
duet Deliverance played by J. Williams and 
D. Diffey (MF384). The massed bands also 
play a march called Be of good cheer, which lives 
up to its title, coupled this time with a senti- 
mental arrangement of a song With all my heart 
played by the Cambridge Heath Band 
(MF385). 

A successful re-issue in ** 45EP ’’ form which 
will be welcomed by many people is Jeanette 
Macdonald in Ah! sweet mystery of life, Villa, 
Will you remember? and Parlez-moi d’amour 
(H.M.V. 7EG8059). The old recordings were 
deleted from the catalogue some years ago. 

Selections from Countess Maritza and The 
Student Prince played by Marek Weber and 
his Orchestra (Col. SEG7544) are also 
re-issues. What a fine sense of rhythm Weber 
always had. 

Finally there is a disc labelled Emperor Waltz, 
Wine, Women and Song Waltz, Gypsy Baron Waltz, 
Artist’s Life Waltz (Paul—Johann Strauss 2nd 
—arr. Burger). Patricia Munsell is the singer 
and she is accompanied by the RCA Victor 
Orchestra under Arthur Fiedler. Mr. Paul 
is apparently responsible for the words and Mr. 
Burger for the arrangement. Poor Strauss 
hasn’t a chance sandwiched between these two. 
Miss Munsell, has a pleasant voice but has not 
the technique for such songs, even in their 
present form, and she is by no means always in 
tune. This record is more removed from 
Vienna than by the mere width of the Atlantic. 
The recording is good. 


MISCELLANEOUS 


AND DANCE ty 


Orchestral 


Never in the sixty years or so of the existence 
of the gramophone can so many records have 
been issued at one fell swoop. I therefore crave 
my readers’ indulgence if in this survey I only 
touch lightly on the most attractive and inter- 
esting items from this vast selection. 

Where shall I begin ? Well, Hugo Winter- 
halter has a very seasonable name, and his 
new record (H.M.V. B10791/7M273) of the 
bolero from the film ‘‘ Barefoot Contessa ’’ is 
most attractive, backed by Land of Dreams. 
These are ultra-modern, of course ; the British 
orchestras are capable of at least as satisfying a 
performance with such as Ray Martin’s Veni, 
Vidi, Vict and the stringy Love Story (Col. 
DB3539), or they can be in the old-fashioned 
idiom with a selection from ‘‘ The Boy Friend ”’ 
played by Frank Cordell and his Orchestra 
(H.M.V. B10787), with the balance between 
old and new held neatly by Jackie Brown and 
his Orchestra (Col. DB3551/SCM5156) in the 
olde-worlde Tyrolean Dirndl Dance (complete 


with cuckoo-calls) and the sumptuous film 
theme from “‘ Shadow Of A Man ”’ with lots of 
lush trombone. The weird whistling in the 
new Ron Goodwin record (Parlo. R3923) is 
played on a saw, I think; there is also an 
attractive alto saxophone solo. .. 

As if to be sure of pulling his weight in adding 
to the Christmas lists, Wally Stott comes up 
on Philips with eight sides! Some of them are 
in the modern idiom—The Cat From Coos Bay 
and The Night Ride (which he wrote) on PB351, 
while the others are old favourites, ranging from 
Good King Wenceslas (PB344) and Silent Night 
(PB345) to Jingle Bells and Sleigh Ride (PB354). 
most of which have choruses, though the label 
does not say so. Versatility indeed! The 
favourite film theme at present is the eerie 
**On The Waterfront’? music, which is one of 
the Goodwin numbers referred to above, by 
the way ; Geraldo (PB349) and Bill McGuffie 
(PB356) each have a record of it on Philips. 
Geraldo’s is backed by Lisa, from the film 
“Rear Window” (also on Bruns. 05337 by 
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Victor Young’s Singing Strings, and they do 
sing, too, while Geraldo’s is more dramatic), 
and McGuffie’s by Smile, a brilliant version of 
the ““ Modern Times ’”’ theme also to be found 
on the Victor Young record. 


Bernard Monshin and his Concert Tango 
Orchestra (Polygon P1139) offers Blue Sapphire 
and Tinkle Box Samba, which are Latin dances 
adapted to the current concert vogue, and I 
must recommend the four big numbers from 
‘““Can-Can”’ played drowsily (but not dozily) 
by Gordon Jenkins and his Orchestra on 
Bruns. 05334/5. Still they come, these film 
themes, and there are two to hand of Le Grisbi 
from the French film “‘ Touchez pas au Grisbi’’. 
You can have it played slickly and sinisterly by 
Stanley Black and his Orchestra (Decca 
F 10382, with a new version of the old favourite 
Carnet de Bal on the other side), or with lots of 
brass and saxes, by the Commanders (Bruns. 
05333) ; this has a new jumpy novelty called 
Mr. Pogo as its mate, and the same gentleman 
is heard from via Frank Petty on M.G.M. 781, 
less voluminous, and with the old standard 
Sunday backing it. I think Laurie Johnson’s 
idea in Hallelujah and Pick Yourself Up on 
Polygon P1137 and P1143 respectively is to set 
a party game to find the original melodies ! 
Very subtle, this ; if it’s too much for you, try 
Many Moons Ago and Frenchman’s Creek which 
are their respective backings. Excellent modern 
arrangements, both these. 


Instrumental 


Frank Petty’s namesake Norman Petty is 
introduced to us (on H.M.V. B10792/7M274) 
with organ, harmonica and rhythm, and in 
Mood Indigo, a chorus ; they remind me of the 
Three Suns. Petty’s Little Polka is a most 
appealing number. Harry Gold of Pieces of 
Eight fame, no longer supported by his Dixieland 
band, offers two brilliant tenor saxophone solos 
on Col. DB3530 (Be Good To Me and Frou Frou, 
with harmonised choruses), and Bruce Turner, 
the alto saxophonist of Humphrey Lyttelton’s 
Band, has four solos on his splendid-toned 
instrument on Col. DC671 and DC576. These 
are delightfully rich pieces of music—such 
numbers as My Old Flame and Falling Leaves. 
As a complete contrast, there is a new record 
of old-time ‘* Tuneful "Twenties ’’ songs on Col. 
DB3549 by the Big Ben Banjo Band, but it 
has only one banjo that I can hear, for the rest 
is the usual trumpet, trombone, rhythm, and 
accordion. Good party stuff, this, and so is the 
vigorous piano playing of Ace Dooley (Parlo. 
DP405) in Then I’ll Be Happy and Arizona, two 
more old ’uns. The American style of quick- 
fire piano is also demonstrated by Joe 
“Fingers” Carr (Cap. CL14169) in Piccadilly 
Rag, and one of the most tunefully neat songs 
of the year (with a band and chorus), Fiddle-a- 
delphia. 

For the more serious students of solo instru- 
ments, I must mention a beauty by Manuel 
Diaz Cano (Durium DC16562) in two guitar 
solos, Feux Interdits from that film, and Recuerdos 
de la Alhambra. This is also known as Tarrega’s 
Tremolo Study, beloved of Segovia admirers. 
This is a fine new recording, and my nap for 
the Duriums, though the others are of good 
Italian popular vocals. Then we have two 
contributions by the accordion virtuoso, 
Tollefsen (Col. DC674), in the famous Mazurka 
from Delibes’ ballet Coppélia, backed with the 
Allegro from Handel’s Water Music. Strange 
medium, but well played. Earl Backus (Philips 
PB361) plays a zither or a guitar to organ and 
rhythm accompaniment, and has selected Easy 
Melody (it is, too, very easy on the ear) and 
Tipica Serenada, which make a pleasant change 
of tone colour. 
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Dance 

This is the season for home dances once more, 
and Joe Loss and his Orchestra provide just 
the right stuff in Say Jt With Music and others on 
H.M.V. BD6183/4 ; there is even some modern 
alto playing on this, and some vibraphone for 
extra colour. But perhaps you’d rather mambo ? 
Well, there are enough of this new dance to 
keep you happy all through the festive season 
—such as H.M.V. B10793/7M275, St. Louis 
Blues Mambo (another one Messrs. Jackson and 
King won’t like!) by Richard Maltby and his 
Orchestra, and Mambo In The Moonlight by 
Francisco Cavez (Parlo. DP404); but if 
you'd prefer a Dixieland band to dance to, and 
in perfect tempo, either Sid Phillips (H.M.V. 
BD6182) in Muskrat Ramble, Joe Daniels (Parlo. 
R3952/MSP6143) in Crazy Rhythm and The 
Champagne Touch, or Tommy Rogers (Parlo. 
F2541) in Jealous and Who’s Sorry Now? will 
provide it, and with the right kind of tunes, too. 
The latter is directed by Harry Gold. 


THE MONTH?’S CHOICE 
Hugo Winterhalter Orch. : The Barefoot 


Contessa (H.M.V. B10791). 

Gordon Jenkins Orch. : ‘‘ Can-Can”’ music 
(Bruns. 05334/5). 
ruce Turner (alto sax.) : Falling Leaves 
(Col. DC671). 

Joe “Fingers” Carr : Fiddle-a-delphia. 
(Cap. CL14169). 

Manuel Diaz Cano (guitar): Recuerdos de la 
Alhambra (Durium DC16562). 

Earl Backus (guitar): Easy Melody (Philips 


61). 
Joe Loss Orch. : Say It With Music (H.M.V. 
(Decca F10384). 


Diana Decker : Sisters (Col. DB3531). 
jan Rosol : J Love Paris (Polygon P1136). 


Talking of old tunes revived, Billy Cotton 
and his Band put all they remember of 1926 
into When The Red Red Robin Comes Beb-Bob- 
Bobbin’ Along on Decca F10383, with Hopalong 
Cassidy on the reverse for those who cannot 
remember that year; the teenagers will go for 
Hindustan by the Elliott Brothers’ Orchestra 
(M.G.M. 780) and its backing, Lonesome Polecat, 
from the film “Seven Brides For Seven 
Brothers ’’, and they will probably find much 
to appeal to them in Teddy Phillips’ newest 
record (Parlo. DP402) which has some mixed 
philosophy—some dreary, some cheerful—and 
in Bill Stegmeyer’s We just Couldn’t Say 
Goodbye (London HL8078), which has a lush 
trumpet solo. Their parents, though, will 
probably prefer the less boisterous Decca record 
(F10384) by Frank Weir and his Orchestra 
and Chorus, who do a fine job on Misty Islands 
Of The Highlands and The Cuckoo Cries. After 
hearing the latter, in mid-November, I felt that 
already spring can’t be far behind ! 


Vocal 

There are always more vocals than any, 
though the other sections seem to have compen- 
sated this month; after making a note to the 
effect that the French, German and Italian 
cabaret artists in the E.M.I. Continental lists 
were up to their usual standards, and having 
sifted out the less interesting items, I retained 
these for the approval of my readers : 

From the new Irving Berlin film ‘ White 
Christmas ’’ there are three records of Sisters ; 
the most amusing one is by Diana Decker 
(Col. DB3531) in a duet with herself, backed by 
an Italian six-eight, Abracadabra, a “‘ goey”’ 
number indeed, and next is the Philips disc 
(PB370) by the Beverley Sisters, backed by 
The Mama Doll Song. Rosemary Clooney and 
her sister Betty (Philips PB359) are not quite 
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so imaginative in their treatment as might be 
expected, but Rosemary makes up for this in 
another number from the same film, Love, You 
Didn’t Do Right By Me on the other side. There 
is a Polygon (P1144) of this by Chris Dane, 
who really is a Dane, singing in perfect English, 
with Stella By Starlight to back it ; this is a most 
commendable effort. Jam Rosol sings a 
pleasant duet with Gwen Campbell (Polygon 
P1136) from ‘‘Can-Can”—I Love Paris— 
backed by his solo, C’est Magnifique, which shows 
how much more French he is than Gordon 
Macrae in the same song, but Macrae scores 
with How Do You Speak To An Angel? from 
** Hazel Flagg ’’. 

Braga’s famous Angel’s Serenade has already 
been made into one popular song (The Rose I 
Bring You), and Rose Brennan (H.M.V. 
B10798) sings the same tune to new lyrics under 
the title Starlight. The melody is old-world 
indeed ; so is the setting of The Peddler Man 
by Dean Martin (Cap. CL14170) which is 
a neat, tuneful number. 

For the very young, Mervin Shiner (Bruns. 
05329) sings The Candy Man and Candy Round-Up 
very unaffectedly; the Radio Revellers 
(Polygon P1141) have the children of Dr. 
Barnardo’s Homes to accompany them in 
There'll Always Be A Christmas and Mrs. Santa 
Claus, and Tony Fayne and David Evans 
(Parlo. R3929) sing Do You Love Old Santa Claus? 
for the kiddies and It’s Time That We All Went 
Home on the reverse, definitely for their fathers ! 

For the more serious-minded, there is a 
beautiful choral record by the Black Sea 
Cossacks (Col. DCW 30) of Stenka Rasin, which 
recalls the work of the Don Cossack Choir. 


Long-Playing Records 

These, too, are fairly pouring off the presses, 
and I’ve had to exercise a good deal of selec- 
tivity in presenting this résumé. Among the 
orchestral items is a fine set of twelve on Decca 
LK4084 by Frank eld and his 
Orchestra, which is a “‘ must ”’ for any lover of 
good orchestral music in the modern, high- 
standard idiom. André Kostelanetz (Philips 
BBL7006) comes up with some _ lush-plush 
orchestrations of American show-tunes and 
others, under the title Stardust, and Robert 
Farnon (Decca LK4083) gives us fourteen love 
songs under the heading Fiirtation Walk, all very 
modern and very acceptable. Wally Stott 
(Philips BBR8015) wishes us A Merry Christmas 
with the same carols and seasonable numbers 
as I referred to under the Orchestral section of 
the 78s ; and the whole gamut of Hollywood 
themes from the past two years’ films is run by 
Percy Faith on Philips BBR8009. 

The instrumentals include a set of eight 
popular show and film tunes played by Harry 
James on his “sweetest trumpet (Philips 
BBR8o10); a dozen similar numbers by 
Malcolm Lockyer at the piano (Decca 
LF1167) ; and even more of the same type by 
Peter Walters (Bruns. LA8680), also at the 
piano. There is also a set of Bing Crosby’s 
famous songs by Harry Farmer at the organ, 
with rhythm accompaniment (Decca LF1194). 

There are three strict dance tempo LPs, so 
there should be no complaining that dancers 
are not catered for! So get stepping to Harold 
Smart (Decca LF1190), Joe Loss (H.M.V. 
DLPi060), Malcolm (Decca 
LF1176), and if you go for more exhibition — 
dancing, Larry (Bruns. LA8682), 
Kurt Edelhagen (Philips BBR8007), and the 
Commanders (Bruns. LA8683) will provide 


music for it. But if you want to reminisce 


about dancing days now past, Glenn Miller 
(H.M.V. DLP1059) is just right, sweetly 
evocative. Can you mambo? Then here is 
Xavier Cugat with eight numbers in that 
idiom on Philips BBR8008. Or do you prefer 

Billy 


variety turns from a dance band ? 
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Cotton is at his best in a set of them on Decca 
LF1185. 


Among the vocals, there is a second set of 
Cabaret Night In Paris on Col. 3351043, with 
Messrs. Baker, Trenet, Sablon, Piaf and 
Rossi. Contrast this with something that should 
please the jazz fans and their families—the 
froggy voice of Louis Armstrong, who sings 
and plays trumpet with the Mills Brothers 
(Bruns. LA8681), and with orchestra (LA8679) 
—though my jazz colleagues would do better 
reviewing these than I can in the allotted 
space ! 


Songs Of Inspiration is the generic name of a 
collection of semi-religious numbers tastefully 
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sung by Fred Waring’s Pennsylvanians 
(Bruns. LA8678); Bing Crosby, the most 
versatile of them all, sings songs sacred and 
secular, seasonable and sincere on Bruns. 
LA8686, and amorous on LA8684; _ he is 
further represented by a set with Danny 
Kaye and Peggy Lee from their film ** White 
Christmas ’’ on LAT8044, reverting to his solo 
status for a set of show tunes from such as 
Oklahoma,” Carousel,’’ and Annie ”’ 
(LA8675). 
**Can-Can ”’ give the complete score on Cap. 
LCToo10, and to end with, Decca present a 
third of their Showcase series on LF1160 with 
titles by such as Mantovani, Frank Weir, 
Frank Chacksfield and Dickie Valentine. 


DEPARTING DISCS 


By CLIVE DOUGLAS 


No one enjoys at any time losing old friends 
and, when they seem ageless, the parting 
appears premature and pointless. However, 
there is always a reason for the severance— 
though sometimes it may be difficult to under- 
stand. What I am sadly leading up to is that 
in a very short space of time, in fact, at the end 
of January next, the E.M.I. group of Recording 
Companies, because of the ever increasing 
demand for modern microgroove recordings, 
has been reluctantly compelled to make this 
year a heavier annual deletion of 78 r.p.m. 
records from its catalogues. 

I for one would shrink from the task of 
selecting the doomed discs and I am sure that 
the Companies do not enjoy the job and, no 
doubt, only fulfil it as discs no longer find 
sufficient support from the public. Some 
consolation may be gained from the belief that 
much of the best recorded material is, or will be, 
transferred to 33% r.p.m. Long Play and 
45 r.p.m. Extended Play microgroove records 
with all the many advantages such records 
afford. Earlier articles by other contributors 
have touched on the classical 78 r.p.m. record- 
ings that are due to disappear on this fateful 
day, but I would like to mention others which, 
in one way or another, have also made their 
own sphere in recorded history. 

Perhaps you may see one or two of your own 
particular friends among them or maybe which 
vou didn’t realise before existed. 

The first I note is one by that great artist who 
has done so much for Negro music, Paul 
Robeson. Robeson and his music are still 
very much with us, but he was probably never 
better in voice than when he produced Deep 
River and I’m goin’ to tell God all o° my troubles 
(H.M.V. Be619). This, by the way, is the 
earliest record of his still remaining in the 
catalogue. It was recorded somewhere around 
1928, so that ere long I can see this becoming 
somewhat of a collector’s piece. A singer much 
requested in “ Housewife’s Choice’’, though 
he had a short career which was brought to an 
end by an untimely death, was Steve Conway. 
In his own pleasing and refreshing style, two 
of his successes, Ashes of Roses and Mona Lisa, 
are brought to you on Columbia DB2749. 
Making this an excellent all-round recording are 
The Stargazers with orchestra conducted by 
Jackie Brown. 

Does French cabaret appeal to you ? 
Remember Lucienne Boyer! One of her 
best known songs, Speak to me of Love, coupled 
with Visions in the Smoke (Col. DB673), won for 
her the French Gramophone Grand Prix in 
1930. Incidentally, the deletion of this record 
erases the name of Lucienne Boyer completely 


from the Columbia catalogue. Still in cabaret 
mood, there is Cabaret Medley (Col. DB3009) by 
the one and only Noel Coward. Despite being 
only a normal speed 10-inch disc, the recording 
company has managed to put on wax some 
excellent value, for within the two sides you’ll 
find such Coward favourites as J’/l see you again, 
Dance little lady, Poor little rich girl, Room with a 
view, Any little fish, You were there, Some day I'll 
find you, I'll follow my secret heart, If love were all 
and Play orchestra play. He is accompanied by 
the Café de Paris Orchestra and, on piano, by 
Norman Hackforth. 

Remember the Kentucky Minstrels and 
those wonderful arrangements by Doris Arnold ? 
On H.M.V.BD763 the Minstrels give a beautiful 
rendition of The Star of Bethlehem, covering two 
sides. The Minstrels are conducted by Leslie 
Woodgate, the soloist is John Duncan and 
Herbert Dawson is at the organ. Even if you 
have never seen Eliot’s Murder in the Cathedral, 
one can still obtain a great amount of satisfaction 
from the speech made by Robert Speaight on 
H.M.V. B8499. I found myself entranced, not 
only by the perfect oratory, but by the beautiful 
assembly of words. If only we had more 
teachers in this world with the combined talents 
of both persons responsible for this record. So 
very different, but another spell!-binder, is 
G. H. Elliot—first Gentleman of the Music 
Hall. Still touring (he started in 1902) and as 
sprightly as ever, you will hear requested, time 
and time again, My Southern Maid and I want to 
go to Idaho (Col. DB2919). 

Vivian Ellis is, alas, no longer with us, 
though his music will live for many a long year. 
Amongst others, he wrote the music for Bless 
the Bride plus And so to Bed. Of this latter 
musical I note a Columbia issue DB3013 which 
features the composer himself at the piano. The 
orchestra is that of Philip Green and, whilst 
this show might be the least familiar to you, 
you'll find that this record provides some very 
enjoyable listening. The previous title gives me 
as good a lead as any to a very different type of 
music, the Empty Bed Blues, sides one and two. 
Written and sung by no other than the great 
Bessie Smith, this is a masterpiece of blues 
vocalising, on a subject that could affect us all 
at some time—though we might be too reserved 
to sing about it. This is a real classic of its type, 
and the effective accompaniment of only a 
trombone and piano, by Charlie Green and 
Porter Granger, creates the perfect sound 
picture of a distressed negress. A gem for early 
jazz collectors. (Col. DB2796.) 

Something in lighter vein? How about 
Elton Hayes and his guitar ? Two charming 
nonsense songs on Parlophone R3602: reveal 
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The Broom, The Shovel, The Poker, The Tongs aixi 
The Quangle Wangle’s Hat. Whatever your tast« 
might be in music, this would please you at any 
hour of the day. 

A man of whom it might be said has a “nos:”’ 
for entertainment is Jimmy Durante. 
favourite of more than one generation, he can 
sell a “ point ’’ song better than most, and his 
I’m a vulture for horticulture with A-raz-a-ma-taz 
(M.G.M. 311) and Dollar a year man plus I'l! 
the strutaway in my cutaway (M.G.M. 163) are 
perfect examples. Whilst they are disappearing 
from 78s, two of the sides already appear on an 
LP, and such is his consistent popularity, | 
wouldn’t be surprised to see all his titles appear 
in that form. However, I have no guarantec 
that that will occur—so if you want them whils: 
still on 78 r.p.m. you know the remedy. 

The name of * Fats”? Waller will never 
die and it is fortunate for us that he put so 
much of his music on record. A lesser known 
record, though still a perfect example of his 
piano playing and singing, is Little Curly Hai 
in a High Chair, coupled with Staying at Home, on 
H.M.V. BD1235. Incidentally, I’ve always 
sneakingly wished that someone would sneeze 
during a particularly quiet passage on a record, 
but it never seems to happen. However, in 
Curly Hair, during the quiet piano opening, there 
is a distinct, though discreet, cough. Could it 
have been “ Fats’’ clearing his throat before 
his vocal? Nelson Eddy as a romantic 
baritone on film and record is almost a legend. 
and has recorded everything from opera and 
musical comedy to popular dance tunes. I note 
amongst those to be deleted Ride, Cossack, Ride 
and The Magic of Your Love, both from Balalaika 
(Col. BDig11). seeyou again and Tokay from 
Bitter Sweet (Col. DB2022) and Lover come back 
to me with Softly as in a morning sunrise from New 
Moon on Columbia DB1976. In addition to these 
are Sympathy and My hero, both with Risé 
Stevens, from the film The Chocolate Soldie 
(Col. DB2069). 

Think of Arthur Askey, then think of a 
song associated with him. What comes to 
mind first ? No need to place bets—it would 
be The Bee Song. Still one of his most requested 
ditties, it can be found coupled with an equally 
pleasing side entitled Chirrub on H.M.V. 
BD552. Digging into the past I find, on 
H.M.V. B8466, Tiger Rag and Jazz Me Blues. 
played by the Original Dixieland Jazz Band. 
This particular record is an electrical re-creation 
of an original recording made during the years 
1920 and 1921. The reproduction is excellent 
and I found myself fascinated in being able to 

listen to the real thing. For those whose taste it 
suits, I would suggest that your library would 
be incomplete without a copy of this historical 
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Gertrude Lawrence has delighted thousands 
and now that she is no longer with us, it seems 
strange to think that she will not be entertaining 
us on one side or other of the Atlantic. She 
made many songs the success which they now 
hold, and her medley on H.M.V. C4198. 
including Limehouse Blues, You were meant for me, 
Do, Do, Do, Someone to watch over me, Cup of 
Coffee, Wild Thyme and Experiment, will conjure 
up for many her wonderful personality. Lastly. 
the late Debroy Somers. His pioneering of 
dance music in this country will be remembered 
for a very long time, but even when that 
memory fades, his famous medleys will live on. 
The one that I note now, The Gav Nineties, on 
Columbia DX352, is a typical example, with 
his famous band, chorus and Raymond 
Newell. | 

Well, there you are. The list is very far from 
complete, but I have tried to spotlight, over a 
wide sphere, some interesting records that you 
may have forgotten, or perhaps that you didn’t 
realise existed, and which will soon be passing 
away. 
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DECCA 45 1.p.m. RECORDS OF 


KATHLEEN 


HANDEL Rodelinda—Art thou troubled?; 
GLUCK Orfeo—What is life? ; 
with THE LONDON SYMPHONY ORCHESTRA 
conducted by sIR MALCOLM SARGENT 45-71034 


MENDELSSOHN 
HANDEL Elijah—O rest in the Lord (a); 
Serse—Ombra mai fi (b) 
(a) with THE BOYD NEEL STRING ORCHESTRA 
conducted by BOYD NEEL 
(b) with THE LONDON SYMPHONY ORCHESTRA 
conducted by sIR MALCOLM SARGENT 45-71039 


HANDEL 
Messiah—O thou that tellest good tidings; 
Samson—Return, O God of hosts 
with THE LONDON PHILHARMONIC ORCHESTRA 
conducted by sIR ADRIAN BOULT 45-71038 


DECC 


FERRIER 


BACH St. Matthew Passion— 
Have mercy, Lord, on me 
with THE NATIONAL SYMPHONY ORCHESTRA 
conducted by stR MALCOLM SARGENT 45-71037 


Silent night, holy night; O come, all ye faithful 
with THE BOYD NEEL STRING ORCHESTRA 
conducted by BOYD NEEL 45-71036 


Ye banks and braes; 
Drink to me only with thine eyes 
with PHYLLIS SPURR (Piano) 45-70135 


The price of these 45 r.p.m. records is 7/74 each 
(incl. P.T.) 


Please ask your dealer or write to us for a free leaflet 
giving details of all Kathleen Ferrier recordings issued 
by Decca up to and including December 1953 


THE DECCA RECORD COMPANY LIMITED 
1-3 BRIXTON ROAD, LONDON, S.W.9 
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Four single HIGH FIDELITY UNITS 


Designed to provide smooth, undistorted coverage of 
the audio spectrum without assistance from auxiliary | 
units. | 


12-in. Twin Cone 30-15,000 c.p.s. 20 watts. 
The ideal high power High Fidelity Reproducer, 
with outstanding performance at all frequencies. 


£14.14.0 | 


12-in. Twin Cone 30-15,000 c.p.s. 15 watts. 

The High Fidelity Reproducer for higher power 

domestic High Fidelity installations. 
£10.5.6 


8-in. Single Cone 40-15,000 c.p.s. 7 watts. 
Wide range High Fidelity reproduction combined 
with low space requirements 

£7.10.0 


(Plus P.T. £2.8.2) 


8-in. Single Cone 40-15,000 c.p.s. 5 watts. 
Full frequency coverage for the smaller domestic 
High Fidelity installations. 

£5.0.0 


(Plus P.T. £1.12.1) 
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N example of the twin unit 
system was recently demon- 
strated by us at the Radio Show. It 
received such praise that we have 
made public full details of the 


system. We shall be pleased to 
12-in. AUDIOM 60 
(Bass) 15 watts 
48: 12:6 


forward full details on application. 


Post coupon nOoW for literature 
on High Fidelity Systems and/or Units, Bass 
Reflex Chambers, etc. 


Goodmans 


an inexpensive 


CROSSOVER SYSTEM 


30 c.p.s. - 15,000 c.p.s. 


4.50 mH Choke Type “‘ 1005” Price 37/- pair 


To 
GOODMANS INDUSTRIES LTD. I 
AXIOM WORKS - WEMBLEY MIDDLESEX 


I am interested in : 


(Please write in block capitals) | 


: 
Plus P.T. £1.92 .1 
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XXXVI The GRAMOPHONE December, 14>; 


eNEW ‘Airc 
RECITAL Console’ 


Provisional Potent 


Clearview 


PEAK PERFORMANCE:-REVOLUTIONARY DESIGN 


This revolutionary glass-topped Console was demon- 
strated for the first time at the Radio Exhibition. The 
‘* clearview ”’ plate-glass panel is more than an attractive 
design: it is essentially practical with many opera- 
tional advantages. The new Console is a distinguished 
addition to the TRIXETTE ‘* peak performance ”’ range 
of 3-speed gramophones. 


The contemporary cabinet, beautifully finished with 
selected walnut veneers, incorporates the latest feature 
in console gramophone design—a transparent plate-glass 
top enables all operations to be effected with consummate 
ease and comfort—no 
stooping or fumbling and 
consequent damage to 
the record or pick-up. 
Designed for the con- 
noisseur, the Recital is 
fitted with the new Trix 
T.41 quality amplifier 
with Bass and Treble 
controls, giving repro- 
duction of a _ standard 
to satisfy the most ex- 
acting critic. 


@ Garrard 3-speed record changer or single player unit. 
@ Ceramic or Decca pick-ups. 


“‘ The Clearview” GLASS TOP 


Trixelte P or tab l e M ode ls @ Perfect ease of operation. 


Model A 410 @ No stooping or groping for record 


and pick-up. 
In a newly emailer aed N k P 
more compac an earlier modeis, e 
A 410 is available in several attractive ad o risk of damage to instrument 
colours. cr record. 
@ GARRARD record changer RC 110. 
@ Latest GO 2 crystal pick-up giving @ Proof against stains and cigarette 
exceptionally level response. -burns 


@ Elliptical speaker and adequate 

baffle area for quality reproduction. 
PRICE : 

(Tax paid) 25 gns. 


Delivery at first may be slightly 
delayed, but your patience will be 
well rewarded. 


THE TRIX ELECTRICAL CO. LTD. 


MAPLE PLACE, TOTTENHAM COURT ROAD, LONDON, W.! 
Telephone: MUSeum 5817 Grams: TRIXADIO, WESDO, LONDON 


Model A SII 


In a similar case, but fitted with new 
extended response amplifier with Bass 
and Treble tone controls to give out- 
standing reproduction, and including 
GARRARD C 111 changer with new 
ceramic pick-up. 


PRICE : 
(Tax paid) 32 gns. 
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Albert Ammons 

*** Shout For (c) 

Meade Lux Le 

#*** Honky Tonk Tate Blues (Lewis) (a) ; Bear 
Cat Crawl (Lewis) (b) 

Albert Ammons, Meade Lux Lewis, Pete 

Johnson 

*** Cafe Society Rag (Ammons, Lewis, Johnson) 

V by Joe Turner) (d) 
(Columbia EP SEG7528—9s. 34d.) 

(a) (Am. Brunswick 90469)—11/1/1936. Chicago. 

(b) (Am. Vocalion 23893)—30/12/1938. New York. 

(c) (do. 23894)—1/1/1939. New York. 

(d) (do. 25026)—30/6/1939. U.S.A. 

Previous issues (f deleted): (a) Parlophone R2187, 
with Barrelhouse; (b) and (c) Parlophone R2909 ; 
and (da) Columbia DB5061t ; (d) Parlophone R2947¢. 

For those who like what may fairly be 
described as the genuine article in boogie 
woogie, this EP offers quite a feast. 

Albert Ammons’s aptly named Shout For Joy 
is a first-rate instance of his ability to conceal 
the innate monotony of boogie by the impression 
of rhythmic power he conveyed by his dynamic 
right hand and the infallible way he could 
pound out the insistent rolling boogie bass. 

Meade Lux Lewis’s solo contributions are 
none the less acceptable because he adds to his 
less familiar Bear Cat Crawl the best known of all 
his party pieces—Honky Tonk Train Blues. How 
many records he has made of this I wouldn’t 
know, but four have been issued here. On LP 
London AL3506 there is the first he made for 
Paramount in 1929; on Melodisc 1007 is the 
one he made for Disc in 1936 ; on LP H.M.V. 
DLP 1048 is reissued the one he made for Victor 
in May, 1933. The one on this LP is that which 
he made for Brunswick in January, 1936. It 
is possibly the best of them all. 

The Ammons-Lewis-Johnson Café Society Rag 
is the gallery-fetcher with which the three of 
them used nightly to regale the customers at 
New York’s Café Society. These stunts generally 
mean more when seen as well as heard. But 
even on a record this one has, with Joe Turner’s 
mainly recitative vocal effort, atmosphere. 
Incidentally, i it is the one track of ‘the four which 
isn’t boogie woogie. It is more in the nature of 
a cross between driving ragtime and swing—and 
none the worse for that ! E.J. 


*xLouis Armstrong and his Hot Five 
**** Fireworks (Williams) (a); Two Deuces 
(Hardin) (c); Skip The Gutter (Williams) 
(b) ; Knee Drops (Hardin) (d) 
(Columbia EP SEG7537—9s. 334.) 

) (Am. OKeh 400960), (6) (do. 400961)—Armstrong 
pe) tnr) ; Robinson 
(tmb); Ear (pno); Mancy Cara (bjo); Zutty 
Singleton "27/6/1928. Chicago. 

(c) (do. 400973)—Same personnel. 29/6/1928. Chicago. 

(2) (do. 400991)—Same personnel. 5/7/1928. Chicago. 

Previous issues (all deleted): (a) and (c) Parlophone 
R2282; (b) and (d) do. R2438. 

Although all these Armstrong sides have been 
issued here already in the form of 78s, their 
reappearance as EP is no less welcome. Many 
consider them among Armstrong’s best records 
of all time. Personally, I prefer the Hot Five 
and Seven sound with Ory and the Dodds 
Brothers to the more advanced style of this EP. 
However, I’m not one to cavil at such things as 
this issue, for, of all the titles Louis made with 
Hines, these are among the most successful. 

[ find the last two perhaps most entertaining 
of all. Skip The Gutter is a weird number, 
brilliantly technical, but filled with great feeling 
for beautiful shapes that fit perfectly into the 
pattern of things. Hines works in with Louis 
as a perfect team-mate, and Strong’s incisive 
clarinet, broken up with Louis’ pungent 
comments, is in the very best of taste. Strong’s 
tenor on Knee Drops is interesting, and played 
with rich tone and beautiful phrasing. The 
other two titles are also excellent, but inclined 
to slightly ragged ensemble work which places 
them one star below the rest of the disc. O.K. 
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Reviewed by 
EDGAR JACKSON and OLIVER KING 


*Count Basie and his Kansas City Seven 

*** Tester Leaps Again (Clayton) (f); After 
Theatre Jump (Wells) (e) ; Destination 
Kk. C. (Clayton) (g). (Am. Mercury 
MG25015A) 

Lester Young and his Quartet 

***7T Never Knew (Fiorito, Kahn) (5); Just 
You, Just Me (Klages, Greer) (a) ; 
Afternoon Of A Basie-ite (Young) (c) ; 
Sometimes I’m Happy (Youmans) (d). 
(Do. MG25015B) 

(Mercury LP MG25015—24s. 6d.) 

(a) (Am. Keynote HL1), (b) (do. HL2), (c) (do. HL3), 

(d) ‘do. HL4)—Young (tnr); Johnny Guarnieri 
pno) ; Slam Stewart (bass); Sid tlett (drs). 
28/13/1943. U.S.A. 

(e) (do. 12in. HLK21), (g) (do. 12 in. HLK24)—Basie 
{ene 0); Young (tnr); Buck Clayton (tpt); Dickie 

ells (tmb) ; Freddie Green (gir) ; re Richard- 
son (bass) ; ‘Jo Jones (drs). 22/3/1944. U.S 

f) (do. 12 in. HLK23)—Personnel as for , minus 
Clayton and Wells. Same session. 

The best of these tracks are those by the Basie 
Kansas City Seven, whose Lester Leaps In and 
Dickie’s Dream (with the same personnel, except 
that Walter Page was on bass in place of Rodney 
Richardson) will be familiar to all Basie devotees 
from their existence on now deleted Parlophone 
R2915. In the Lester Young Quartet Johnny 
Guarnieri (an interesting mixture of the Basie 
and Earl Hines influences) plays nice piano ; 
Slam Stewart swings a healthy beat when not 
indulging in his even for the period rather 
corny bowed bass solos; and Sid Catlett’s 
drums are all one could wish. But Guarnieri 
could hardly be called a second Basie, and the 
Kansas City Seven’ S rhythm department seems 
somehow more “ genuine”’ than the Guarnieri- 
Stewart-Catlett section. Also there are the 
added attractions of Buck Clayton’s adequate 
trumpet and the way trombonist Dickie Wells 
growls out his effective ideas. 

But it is Lester Young who appears to be the 
chief raison d’étre for this compilation, and as far 
as he is concerned there is little to choose 
between the two groups. In both are revealed 
the unforced tone and almost cool approach 
that failed at first because they were considered 
to verge on the insipid by a generation that had 
come to think the Hawkins robust delivery the 
acme in hot tenor playing, but eventually 
became accepted as the new mode and gained 
for Mr. Young his nickname of Pres, a con- 
traction, of course, of President (of the tenor 
saxists). The fact that Young also shows that 
he was one of the first to introduce those honks 
that later became the trademarks of IIlionois 
Jacquet and his ilk must, I suppose, be forgiven 
because of his manv better features. E.J. 


*Sidney Bechet Quartet 

**** T ove For Sale (Porter) (h) ; Laura (Mercer) 
(t) ; My Woman’s Blues (Bechet) (f) ; 
Shake ’Em Up (Bechet) (j); Just One 
Of Those Things (Porter) (g); Buddy 
Bolden Stomp (Bechet) (e) 

Sidney Bechet with Bob Wilber’s Wildcasts 

*** Polka Dot Stomp (Sissle, Bechet, Tolliver) 
(c) ; Spreadin’ Foy (Bechet) (a) ; I Had 
It, But It’s All Gone Now (Bechet) (6) ; 
Kansas City Man Blues (Bechet) (d). 
(Columbia XO-21, -22) 
(Columbia LP33S1042—24s. 6d.) 


(a) (Am. Columbia CO37999), (6) (do. CO38015), (c) 
(do. CO38016), (d) (do. CO38017)—Bechet (sop) ; 


Wilber (cit); Johnny Glasel (cornet); Bob Mielke 
(tmb); Dick Wellstood (pno); Charlie Traeger 
(bass); Denny Strong (drs). 14/7/1947. New York. 

(e) (do. CO38022), (f) (do. CO38023)—Bechet (cit. 
sop); Lloyd Phillips (pno); Pops Foster (bass) ; 
Arthur Herbert ( (drs). 15 (7/19 New York. 

(g) (do. CO38040), (do. CO38041), (i) (do. CO38042), 
(7) (do. CO38043)—Personnel as for (e). 31/7/1947t. 
New York. 

+ These dates differ from those stated on the sleeve, 
but are almost certainly correct. 

Here is a real Christmas feast for Bechet fans, 
and I can heartily recommend it, even though 
the items with the Wilber band are somewhat 
on the heavy side. 

The Quartet is really solo Bechet with rhythm 
accompaniment, as any group with Pops as 
the only melody line man must inevitably be, 
and if you can take it, you’ll love it. He is never 
lost for a phrase ; always gives the impression 
that he could go on breathing magic into that 
soprano saxophone of his for ever; and it 
makes no difference whether he plays sophisti- 
cated commercials such as Love For Sale and 
Laura or blues and stomps of his own creation. 

Of the Wilbers, I think perhaps the most 
successful are J Had It and Kansas City Man Blues. 
Wilber sounds so much like Bechet that he might 
almost be he playing a duet with himself. The 
rest of the band is for the most part kept 
discreetly in the background. The Bechet fans 
will prefer it that way, anyhow. O.K. 


*Bunny Berigan and his Orchestra 
** Ain't She Sweet (Ager, Yellen) (d); Jazz 
Me Blues (Delaney) (6); Peg O’ My 
Heart (Bryan, Fisher) (c) ; J Cried For 
You (Arnheim, Lyman, Freed) (V by 
Kathleen Lane) 
(H.M.V. EP 7EG8036—gs. 34d.) 

(a) (Am. Victor 30301 )—Berigan (tpt) ; Gus Bivona, 

Murray Williams (altos); George Auld (tnr); 
Clyde Rounds ty ; Irving Goodman, Johnny 
Napton (tpts); Ray Conniff, Bob Jenny (imbs); Joe 
Bushkin (pmo); Dick Wharton (gtr); Hank Wayland 
(bass) ; Buddy Rich (drs). 22/11/1938. New York. 
. 35032)—Berigan (tpt); Bivona, Don 
Saltman, Larry Walsh (reeds) ; 
George Johnson, Jack Koven, Napton (tts) ; 
Conniff, Jenny (tmbs) ; Bushkin (no); Allan Reuss 
(gtr) ; "Wayland (bass); Eddie Johnson (drs). 
15/3/1939. New York. 

(c) (do. 043925), (d) (do. 043927)—Berigan (tpt) ; 
Stewart Anderson, Charles Dimaggio, Jack Goldie, 
Walsh (reeds) ; Joe Agnanno, John Falistick, Kare 
Warwick (tpts); Al Mark limbs) 
Edwin Koss (pno) : : mmy Moore 
Otuhmaker (bass) ; Paul Collins (arse 
New York. 

The phenomenal boom which records are 
enjoying at the moment has resulted in the 
appearance of a number of items which were 
not considered worth putting out here at the 
time they were made, and to my mind have 
even less claims to release to-day. I am afraid 
these Berigan’s are among them. They are 
merely fair examples of white American swing 
as it was in the late 1930’s; are far from showing 
Berigan at his best; and the most that can be 
said for them is that they may have some interest 
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for newcomers to jazz wishing to discover 
something about the various modes through 
which it has passed. E.J. 


* June 
** Something Cool ”’ 

**** Something Cool (Barnes) (a); It Could 
Happen To You (Van Heusen, Burke) 
(e) ; Lonely House (Weill, Hughes) (c) ; 
Pll Take Romance (Oakland, Hammer- 
stein II) (g); Midnight Sun (Burke, 
Hampton, Mercer) (6); Jf I Should 
Care (Weston, Stordahl, Cahn) (d) ; 
A Stranger Called The Blues (Torme, 
Wells) (ff). (Am. Capitol H1516-Y, 
H2516-Z) 

(Capitol LP LC5682—23s. 1d.) 

Accs. (all arranged Pete Rugolo) by: 

(a) (Am, Capitol 11706)—Gus Bivona, Bob Cooper, 
Chuck Gentry, Theo Nash, C. E. Shank (reeds) ; 
Conrad Gozzo, Shorty Rogers, Jimmy Zito (pts) : 
Milt Bernhart, Herbert Harper, Pullman Pederson, 
George Roberts (imbs); Geoffrey Clarkson (pno) ; 
Barney Kessel (gir); Joe Comfort (5 


ass); Frank 

Carlson (drs). Directed by Pete Rugolo. 14/8/1953. 
Hollywood. 

(6) (do. 12181)—Fred Falensby, Gentry, Skeets 

Herfurt, Nash, Wilbur Schwartz (reeds); Frank 

Gozzo, Una R 


Cooper, Harry Klee, Nash, Shank, John Rotella 
(reeds); Maynard Ferguson, Gozzo, Rogers (ipts 
Bernhart, Harry Betts, Jnr., Pederson atbs) 
John Graas (French horn); Paul Sarmento (tuba) ; 
Mondragon (bass) Shelly Manne (drs) Directo bs 
Rugolo. 18/1/1954. Hollywood. 

(f) (do. 12263), (g) (do. 12264)—As for (c), plus 
Gentry (saxophones). Band 19/1/1954. June 
{directed by Rugolo) 8/3/1954. Hollywood. 

I commend this record to all who, like your 
humble critic, squirm at the over-vaunted 
affectations of certain types of to-day’s American 
girl singers and are in search of something 
worthy of the word artistry. 

To imaginative and exquisitely pla 
accompaniments by Pete Rugolo, the like of 
which have not been heard since Peggy Lee’s 
Black Coffee”? LP on Brunswick LA8629, 
June Christy sings a well selected and varied 
collection of “‘ mood ”’ songs with a sensitiveness 
for emotional appeal that, despite her not always 
perfect intonation, establishes her in the top 
flight of contemporary rhythmic ballad vocalists. 

The two recording dates stated for some of 
the numbers are explained by the fact that the 
accompaniments were recorded at one session 
and Miss Christy’s voice superimposed (over- 
dubbed they call it in America) at a subsequent 
one—just to make it easier. Or does it ? E.J. 


. 


*Buck Clayton Quartet 
***She’s Funny That Way (Whiting, Moret) 
(a) ; Sweethearts On Parade (Lombardo, 
Newman) (a); Special B.C. (Clayton) 
(a) ; Patricia’s Blues (Clayton). (French 
Vogue MS225) 
Gene Sedric Group 
**Blues For Fats Waller (Sedric, Mezzrow) 
(6) ; Cuttin’ In (Sedric) (c) ; Clarinet 
Blues (Sedric) (c) ; Keepin’ Out (Sedric) 
(d). (French Vogue MS226) 
(Vogue LP LDE102—27s. 4d.) 
(a)—Clayton (tpt); Big Chief ’’ Russell Moore 
({tmb); Red Richards (pno) ; Pierre Michelot (bass) ; 
Kansas Fields (drs). 2/4/1954. Paris. 
(b)—Sedric, Mezz Mezzrow (cits); Clayton ; 


re ; George Hadjo (bass); Fields (drs). 
26/5/1958." Pars. rge Hadjo (bass); Fi (drs) 


(c)—As for (a), minus Mezzrow. Same session. 

(4)—As for (6), except Sedric plays 
session. 
_ The better of these two mid-period style sides 
is that by the Buck Clayton group. The 
obviously Armstrong-inspired Clayton was of 
course a star sideman of the Basie orchestra for 
nearly a decade up to 1944. His acceptable 


Same 
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work here ranges from subtle muted playing to 
bold open trumpet. “ Big Chief” Russell 
Moore is not the most wonderful trombonist 
ever, but his unassuming, full-blooded contribu- 
tions are adequate, and pianist Red Richards, 
keeps the side at a three-star level. 

Gene Sedric is best known for his many 
recordings with Fats Waller and his Rhythm. 
He is hardly a jazzman worth featuring in his 
own right, and the addition of Mezz Mezzrow 
to their Blues For Fats Waller does nothing to 
make this appealing blues tune more attractive. 
In fact what with the stodgy rhythm section, it is 
Buck Clayton (unmentioned on the label as 
being in this number at all) who steals the track. 

What the other items have to offer has all 
been heard before, and often rather less 
gauchely, especially as far as Kansas Field’s 


drumming is concerned. E.J 


*Dixieland Jazz Group of N.B.C.’s 
Chamber Music Society of Lower 
Basin Street 
** Fast St. Louis Blues (Handy) (6b); John 

Henry Blues (Handy) (c) ; Aunt Hagar’s 
Blues (Handy) (V by Lena Horne) 
(d); Careless Love (Handy, Koenig, 
Williams) (V by Lena Horne) (a) 
(H.M.V. EP 7EG8051—9s. 34d.) 
(a) (Am. Victor OA066128)—Alfred Evans (cit) ; 


Rudolph Adler (sax); Henry Levine (tpt); Jack 


Epstein (tmb); Mario Janaro (pno) ; Tony Coluccio 


(gir); Henry Patent (bass); Harry Stitman (drs). 
23/6/1941. U.S.A. 

(b) (do. OA066142), (c) (do. OA066143), (d) (do. 
OA066144)—Same personnel. 25/6/1941. U.S.A. 

The N.B.C. Chamber Music Society of 
Lower Basin Street was an American National 
Broadcasting Company radio programme, and 
these records are by its Dixieland group. Most 
of the solo work is in the Dixieland tradition 
and Lena Horne’s singing is acceptable, but on 
the whole jazz lovers will find the competent 
musicianship but little compensation for the 
synthetic character of these mostly pre-arrang 
performances. E.J. 


xJimmy Dorsey and his Original 
Dorseyland” Jazz Band 
** Dixie by Dorsey ”’ 

** Jazz Me Blues (Delaney) (e); Panama 
(Wood) (g); Tin Roof Blues (New 
Orleans Rhythm Kings) (d); High 
Society (Steele, Melrose) (hk) ; Struttin’ 


With Some Barbecue (Hardin) (a) ; 
Chimes Blues (Oliver) (6); Muskrat 
Ramble (Ory) (f); South Rampart 


Street Parade (Bauduc, Haggart) (c). 
(Am. Columbia LP1836, LP1837) 
(Columbia LP 33S1026—24s. 6d.) 

(a) (Am. Columbia CO41832), (b) (do. CO41844), (c) 
(do. CO41845), (d) (do. CO41846), (e) (do. CO41848)— 
Dorsey (cit); Frank Maynes (inr) ; arlie Tea- 
garden (tpt); Cutty Cutshall (imb); Dick Cary 
( : rl ess (gir); Bill Lolatte (bass); Ray 
Bauduc (drs). 1/11/1949. U.S.A. 

(f) (do. CO41852), (g) (do. CO41853), (hk) (do. 
CO41854)—-Same personnel. 2/11/1949. 

Previous issues (¢ deleted): (a) and (e) Columbia 


DB2761t ; (c) do. DB2671, with Johnson Rag; (f) do. 


DB2693, with That’s A P. 

Jimmy Dorsey, with side men from his own 
big band helped out by the well-known Cutty 
Cutshall, Dick Cary and Carl Kress, made 
these records in 1949, for the Dixieland revival 
which was then at its height. 

The leader’s cackling clarinet does not help 
matters (nor does the treble pre-emphasis 
which seems to have been introduced during 
the dubbing from the original masters). But 
otherwise, allowing for the fact that they are 
by white musicians, the items are fair, 
“dancey”’ jazz, with honours going to Mr. 
Cutshall, and Charlie Teagarden in second 
place only because in some of the numbers he 
does not always play with his usual -* 
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*Duke Ellington and his Orchestra 
Ellington 55 99 
**** Rockin’ In Rhythm (Carney, Ellington) (/: ; 
Black And Tan Fantasy (Miley, Ellingtca) 
(c) ; Stompin’ At The Savoy (Sampson, 
Webb) (d); Jn The Mood (Garlan‘1) 
(e); One O'Clock Jump (Basie) (f) ; 
Honeysuckle Rose (Waller) (6) ; Hapj»- 
Go-Lucky Local (Ellington, Strayhorn) 
(g); Flying Home (Hampton) (a). 
(Am. Capitol W1521-Y, 
(12 in. Capitol LP LCT6008—3 4s. 8d.) 
(a) (Am. Capitol 20288), (b) (do. 20292)—Ellington 


(leader) ; m milton (cit, inr); Richard 
Andrew ‘‘Rick’’ Henderson, Russell Procope 
(altos, clts); Paul Gonsalves (tnr) ; Carney 
(bar); William ‘*Cat’’ Anderson, Willie Cook, 
Ray Nance, Clarke Terry (tpis) ; bbs, 


c) (do. 
Chicago. 
(d) (do. 12248)—As for (a), minus Cobbs. 15/1/1954. 


(e) Odo. 12252), (f) (do. 12253)—As for (a), except 
George J. Jean (tmb) replaces Cobb. 17/1/1954. 


Chicago. 
(g) (do. 12809), (kh) (do. 12310)—As for (e). 3/2/1954. 
Chicago. 


Whether the title of this LP is in honour of 
the fifty-fifth anniversary of Duke Ellington’s 
birthday, which he celebrated on April 29th 
this year, or whether it is an indirect suggestion 
that the way his band plays here is the way 
others will be playing in 1955, no one appears 
to know. But either way, if enthusiasm and 
drive were the sole criterions on which to assess 
Duke’s music, the disc would be better than 
its title. 

But they are not, and in other respects the 
record is not quite such a credit to him. 

I put it down partly to the tunes, but mainly 
to the arrangements. Such numbers as Stompin’ 
At The Savoy, In The Mood, One O’Clock Jump 
and Flying Home may magnetise the swing 
fraternity at large by virtue of the success made 
of them by bands—such as Goodman’s, Basie’s, 
Hampton’s, et al—who first introduced them 
and with whom they are always associated. 
But even if they could be made suitable material 
for Duke, this has not been done here. There 
is a curious mixture of the approaches of 
Ellington and of the aforesaid creators that gets 
too near to falling between the two stools. 

If you want the reason for it, I suggest you 
will find in the fact that the scores are not all 
Duke’s. Stompin’, Mood and Flying were 
arranged by Dick Vance, and he does not seem 
quite to have known whether to do an Ellington 
or a glorified Goodman or Hampton. Jump 
was penned by Buck Clayton, who does little 
more than prove that riffing, which could sound 
so exciting from the Basie band, is nothing like so 
convincing from Ellington’s. And anyway it is 
significant that the best tracks are the Ellington 
favourites, Rockin In Rhythm, Black And Tan and 
Happy-Go-Lucky Local, which it is believed 
Ellington himself scored. 

The first mentioned does not suffer too much 
from the faster than usual tempo, and the last 
mentioned is delicious. Duke is never more 
intriguing than when playing his beloved game 


- of trains, and his fussy little local, gushed up 


with its inflated ideas of its own self-importance, 
puffs its inexorable way along even more 
delightfully than it did on its original Musicraft 
journey on Parlophone R3152. 

Much of its success is due to the Ellington 
soloists, who, in this as in all the other numbers, 
have, as usual, the greatest effect on the proceed- 
ings. Some of them are not always too brilliant 
—e.g., the trumpet who follows the clarinet on 
Mood, the alto in the same number, and Cat 
Anderson when he goes in for high-note 
shrieking. But there is good—often, indeed, 
grand—work by Clarke Terry (who takes the 
more modern-style trumpet passages), Harry 
Carney (on the too rare occasion on which he 
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is heard), Britt Woodman, and most con- 
sistently outstanding of all, clarinettist Jimmy 
Hamilton. It must be conceded, too, that Ray 
Nance and Anderson don’t do too badly 
sharing up the growl réles of Bubber Miley 
and Cootie Williams. 

Most of the piano work, too, is in the better 
Ellington tradition, though how much of it is by 
Duke and how much by Billy Strayhorn is open 
to question. I am told that Duke did not play 
at all in some of the items. If that is true, Mr. 
Strayhorn has certainly proved a _ worthy 
substitute. In fact, the record gets its four stars 
mainly on the performances of the still unique 
Ellington cornermen. 


*Duke Ellington and his Orchestra 
** Jazz Cocktail ”’ 
*** Raisin’ The Rent (Koehler, Arlen) (V by 


Ivie Anderson) (f/f); Blue Train 
Ellington) (a); - Bundle of Blues 
(Ellington) (g); 


Dragon’s Blues) 
Kissin?’ My Baby Goodnight avis, 
Meyer, Wenling) (V by Ivie Ander- 
son) (j); In The Shade Of The Old 
Apple Tree (Williams, Van Alstyne) 
(h) ; Jazz Cocktail (Carter) (c) ; 

Me Off At Harlem (Ellington) (e) ; Blue 
Ramble (Ellington) (6); Merry Go 
Round (Ellington) (i); Slippery Horn 
om (d). (Columbia XO-25, 


(Goltnbia LP 33S1044—24s. 6d.) 


Barney Bigard (ale itnr); Johnny Hodges (ao) 
Harry Carne War) Freddy Jenkins, 
Whetsel, e Williams (pts) ; 


Joe Nanton (imbs); Fred G (bjo Wellman 

Braud (bass); Sonny Greer 
(6) (do. as for ( 

Hardwick (alto); Juan Tizol (mb). 18/5/1282. 
wR (do. B12343A)—Personnel as for (b). 21/9/1932. 


(do. B13078A), (do. B13081A)—Personnel as 
for to) My U.S 
(f) (do Perscnnel as for Joe 
replaces Bigard. 9/5/1933 
B13337A)—Personnel as for 615/198. 


oe, B13803A)—Personnel as for (6). 15/8/1933. 


(t) (do. pe ee ); Bigard (cit, tnr) ; 
ck, Hodges (altos) ; 
St , ; Brown, 
(¢mbs wy ; Braud (bass) ; 

Freddy Avendorph (ars). U.S.A. 
(7) tao. B18739)—Ellin 
Stewart, Whetsel, pts); Brown, Nanton, 
Tizol (tmbs) ; (gr) ; Hayes Alvis (bass); Greer 


(drs). 28/2/1936 

Previous issues (all deleted) : Pa Brunswick 1299 ; 
(6) do. 1837; (c) do. 1899; (d) do. 01540, Parlophone 
R2925 ; (e) Brunswick 01512, Parlophone R2876 ; 
(f) Brunswick 02076; (g) do. 01573, Parlo a R2880 ; 
(4) Brunswick 01616; (2) do. 02030 ; (7) 


*Duke Ellington and his Orchestra 
** Sheik Of Araby (Smith, Wheeler, Snyder) 
(a); Swampy River (Ellington) (bd) ; 
Fast And Furious (Ellington) (c) ; Blue 
Ramble (Ellington) (d) 
(Columbia EP SEG7538—as. 33d.) 

(a) (Am. Brunswick B11840A)—Ellington 
Bigard (cit, tnr) ; Hodges (alto, sop) ; Hardwick (alto, 
bass-sax) ; rney (bar, alto, cit); Jenkins, Wh —_ 
Williams (tts) ; te ~ Nanton, Tizol (tmbs) : Guy 
(gr); Braud (bass); Greer (drs). 16/5/1932. U.S.A. 

(b) (de, B11850A), (c) (do. B11851A)—Same personnel. 
17/5/1982. U.S.A. 

(a) (do. B11866A)—Same personnel. 18/5/1932. U.S.A. 

Previous issues (all deleted) : fe) (2) Brunswick 
1337; (6) do. 01727; (c) do. 01367 

From Ellington fifty-five all this takes us 
back to Ellington when he was at the com- 
paratively young age of thirty-three, and 
electrical recording was very much younger. I 
suppose Co. umbia have done the best they could 
in dubbing from these old Brunswick masters, 
but the reproduction is still rather ‘‘ boxy ”’ 
and some of the surfaces on the noisy side, 
especially on the EP. 

The LP, however, justifies its advent. It 
includes some of the best of the Brunswick 
Ellingtons, and that means some of his best early 
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*g0’s recordings. For instance, Drop Me Off At 
Harlem, Slippery Horn and Merry Go Round, the 
first two of which are two of his most ingratiating 
tunes. 


The EP is not so good. Neither Sheik Of Araby 
nor Blue le are among the band’s best 
arrangements or performances, and _ the 
Ellington piano solos of Swampy River and the 
aptly named Fast And Furious do little more than 
reveal that his ideas were often better than his 
ability to carry them out. E.J. 


*“ Five Feet Of Swing ” 

****Bob Crosby and his Orchestra : 
South Rampart Street Parade (Haggart 
Bauduc) (c) ; Dogtown Blues (Haggart) 


cocemisray Brothers Orchestra : Solitude 
(Ellington, De Lange) (V by Kay 
Weber) (a); Weary Blues (Matthews) 


****Chick Webb and his Orchestra: J 
Want To Be Happy (Youmans, Caesar) 
(V by Ella Fitzgerald) (e) ; Hallelujah 


**Jimmy Dorsey his 
Song Of The Volga Boatmen (Trad.) (g) ; 
I Cried For You (Freed, Lyman, 
Arnheim) (A) 

***Glen Gray and the Casa Loma 
Orchestra : Sleepy Time Gal (Lorenzo, 
Whiting, Alden, Egan) (i); Drifting 
Apart (Fiorito, Kahn) (j). (Am. Decca 
MG2557, MG2558) 

(12 in. Brunswick LP LAT8037—34s. 8d.) 


(a) (Am. Decca 39243)—Jimmy Do (alto, cB) 5 : 
Tommy Dorsey (featured tmb); Jack 
alto, tnr); Skeets Herfurt 


Bobby Van Epps (fo); Roc 
Hillman (gir) ; Delmar Kaplan (base I Ray McKinley 
(drs). U.S.A. 
(6) (do. 40)—Personnel as for (a), except Spivak 
aw’ ‘oe plays lead and featured tpt. 6/2/1935. 


(do. DLA1090A), (d) (do. pe 
); Joe Kearns ( Matty Matlock (alto, 


elt) ; Eddie. Miller tnr, clit); Gil 
Rodin (tnr) ; ; Charlie Spivak (lead tpt) ; ; Yank 
Lawson (featured tpt); Bill Butterfield (tpt) ; 
Ward Silloway, Warren (tmbs) ; Zurke 
(dno); Hilton ‘* Napp Lamare Bob 
Haggart (bass); Ray (drs). 16/11/1987. Los 
Angeles, U.S.A. 

(e) (do. 62886), (f) (do. 62889)—Webb (drs); Garvin 

Bushell (/ead alto); Louis Jordan (alto) ; Ted McRae 
(featured tnr); Wayman Carver (sazxes, flute); Mario 
Bauza (lead tpt); Taft Jordan (featured tpt); Bobby 
Stark (tpt); Sandy Williams (featured tmb): Nat 
Storey (tmb) ; Tommy Fulford (pno); Bobby John- 
son (gir); Beverley Peer (bass). 17/12/1937. U.S.A. 

(g) (do. 63690)—Dorsey (featured alto and cit); 
Milton Yaner (lead alto); Leonard Whitney (alto) ; 
Herbie Haymer (featured tnr) ; ; Charlie (tnr) ; 
Ralph Muzillo (lead tpt) ; Cherock (featured 
cornet); Sonny Lee (hot ‘tmb) ; ; Don Ma (tmb); 
Freddy Slack (fno); Roc Hillman (gtr); Jack 
Ryan (bass); Ray McKinley (drs). 

(hk) (do., number untraced)—Personnel as for (g). 
Probably 1938. A. 

(t), (7) (do., numbers (leader) ; 
Ralston (lead alto); Dan D’Andrea (alto); Pat avis 
(featured tnr) ; Clarence Hotchinrider (nr, featured 
ct); Kenny Sargent (tnr); Frank Zullo (lead tpt) ; 
Grady Watts (tt) ; Murray McEachern / atured 
tmb); Pee Wee Hunt (imb); Howard Joei #rse’’ 
Hall (pno); Jacques Blanchette (gir); Stan ~ennis 
(bass); Tony Briglia (drs). Probably 1942. U.S.A. 

Previous issues (all still available): (a) and (6) 12 in. 
Brunswick 0135; (c) and (d) 12 in. Decca K867; (e) 
and (f) 12 in. Brunswick 0138. 


I have measured up this record in ev 
imaginable manner, from the width of the 
spindle hole to the length of the sound track, to 
try to find out where they get that ‘“ Five 
Feet Of Swing” title from; but as the 
dimension don’t tie up in any way I can only 
imagine it comes from the fact that five orchestras 
are presented on this 12 in. LP 


But even that doesn’t work out, because 
actually there were over one hundred and 


thirty feet—or at any rate hands—en d in 


tapping out these ten titles, not to mention those 
of the arrangers and the recording staffs ! 
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But how they tap! Although the perform- 
ances are from twelve to nineteen years old, 
most of them still sound fine. The good 
arrangements have dated much less than has 
much of the swing writing of the period ; the 
bands boasted a very high standard of individual 
musicianship and ensemble proficiency ; and 
in most cases they drive with a swing that puts 
some of to-day’s orchestras to shame. Mixed up 
with the hot swing there is also some lovely 
sweet swing—for instance the Casa Loma 
Orchestra’s delightful Sleepy Time Gal, with its 
quite exquisite trombone playing by Murray 
McEachern. 

The only weak item is the Jimmy Dorsey 
band’s Volga Boatmen ; and that fails only by 
comparison with the others. 

And to make it all the more enjoyable the 
American Decca engineers have done a 
wonderful job in transcribing the original 
recordings for LP reproduction. 

P.S.—The Personnels are taken from the 
sleeve notes, and I heartily congratulate 
whoever supplied them on letting us know who 
are the leaders of the various sections and who 
are the featured soloists. Other companies, 
who never get near to giving such detailed and 
essential information, please note! E.J. 


*Erroll Garner 
**** Honeysuckle Rose (Waller) (6) ; 
time (Gershwin) (c); ‘How High Th The 
Moon (Lewis, Hamilton) (a); Oh, 
Lady Be Good (Gershwin) (d) 
(Columbia EP SEG7533—9s. 


(a) (Am. Columbia CO044425)—Garner (pno 
(bass); Shadow Wilson (drs). 10/1950. 


b) (do. CO45106)—Same personnel. 11/1/1951. U.S.A. 
do. (do. CO47293)— : e personnel. 
(all still available) : (a) Columbia 
—- with Sophisticated Lady; (b) do. DC555, with 
y Heart Stood Still; (c) DC654, with ‘What's New ? 
(all from the Columbia Overseas list, available to order 
through all Columbia record stockists. ) 

Many readers will already have three of these 
Erroll See s on the Columbia overseas issues 
(see above). Those who have not will find them 
all first rate Garner. 

The one hitherto unissued item, Lady Be 
Good, is Garner hammering out this Gershwin 
evergreen at slow tempo, but with a beat and 
improvisational inventiveness that makes it a 


worthy addition to this EP. E.J. 
Stan Getz Quartet 
*** Wrap Your Troubles In Dreams (Barris, 
Koehler, Moll) (Am. New Jazz 
JRC78B) 


Stan Getz Tenor Sax Stars 
** Battleground (Improvised) (do. JRC16E) 
10-407— 6s. 114d.) 


16—Getz, » Allen Baier. Brew Moore, 
Zoot Sims ry Walter den ); Gene 
949. U.S.A. 

Heath 


( 

Ramey (bass) ; Charlie Perry (ar). 8/4/194 
); Percy 
(bass); Don Lamond (drs). 14/4 1950. U.S.A. 


78—Getz (tnr); Tony Aless 

First side is another of Stan Getz’s “ cool” 
solo presentations—polished and pleasing enough 
if you haven’t many similar Getz records, too 
much like too many others vif you have. 

Battleground is a change, in so much as it 
features five well-known tenor men. The order 
in which they play is: Eager, Cohn, Sims, 
Getz, Moore. Eager, Getz and Lester Young 
disciple Moore provide the best contributions ; 


OO 
Designed for Dancing 


Joe Loss and his Orchestra 


* DANCING TIME FOR DANCERS” 
Volumes One, Two and Three on 
H.M.V. LONG PLAY 333 r.p.m. RECORDS 
DLP 1023 - DLP 1027 - DLP 1060 24/64d each 
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but no one offers anything particularly outstand- 
ing, and on the whole this hotch-potch sequence 


of improvised choruses is rather dull. E.J. 
*Benny Goodman Sextet 
Session For Sextet 
*** Tiger Rag (La Rocca) (d); Ain’t Mis- 
behavin? (Waller) (ff); She’ Funny 
That Way (Moret, Whiting) (V_ by 
Jame Harvey) (a); J Got Rhythm 


(Gershwin) (g); just One Of Those 
Things (Porter) (c) ; China Boy (Winfree, 
Boutelje) (hk); Shine (Mack, Brown, 
Dabney) (e) ; Rachel’s Dream (Good- 
man) (6). (Columbia LP1106, LP1107) 
(Columbia LP 33S51048—24s. 6d.) 


(a) (Am. Columbia CO34265)—-Goodman (cit); Red 
Norvo (vib); Teddy Wilson (pno); Mike B 
(gtr) ; Slam aert (bass); Morey Feld (drs). 
4/2/1945. New 
(c) (do. CO34673)—Same personnel. 

(2) (do. CO35143), (e) (do. CO35144)—-Personnel as 
for (a), except — Powell (pno) replaces Wilson. 
29/8/1945. New Yor 

(f) (do. CO35900), (g) (do. CO35207)—Personnel as 
for (d). 19/9/1945. New York. 


(hk) (do. CO35235)—Personnel as for (d). 24/9/1945. 
New York. 
Previous issues (all still available): (a) and 0) 


Parlophone R3008; (c) and (d) do. R3022; (e) d 
R3002, with The World Is Waiting For the iieies « 
‘f) and (A) do. R3014; (g) do. R3007, with Slipped Disc. 
I seem to remember that when reviewing the 
original releases of these Goodman Sextet 
recordings, in 1946, the lowest rating I gave 
any of them was four stars. Their dropping of a 
point now is because, probably due to the fact 
that it was a style which time has shown pro- 
vided nothing particularly worth while, nothing 
has dated more disadvantageously than the 
Goodman brand of swing. However, if you 
are still partial to it, you will find these items 
as acceptable as ever. They have the Goodman 
hall-mark of polished efficiency, and in their 
way Swing neatly. Chief solo honours went— 
and still go—to pianists Teddy Wilson and Mel 
Powel. And if you still need final proof that 
Slarn Stewart produced that effect of two bases 
by playing one part and humming the other, 
the excellent recording will give it you. E.J 


*Benny Goodman and his Orchestra 
** My Honey’s Lovin’ Arms (Ruby, Meyer) 
(6); We'll Never Know (Berlin) (V by 
Martha Tilton) (d); Jt Had To be 
You (Kahn, Jones) (c); This Can’t Be 
Love (Rodgers, Hart) (V by Martha 

Tilton) (a) 

(H.M.V. EP 7EG8029—9s. 33d.) 
(a) (Am. Victor BS025901)—Goodman (cit) ; 
Bernardi, Dave Matthews (altos) ; 


Arthur Rollini (tnrs) ; 
Harry James (tpts) ; 


Noni 
Bud Freeman, 
Ziggy Elman, Chris Griffin, 
Red Ballard, Vernon Brown 


(tmbs); Jess Stacy (pno); Ben Heller (gtr); Harry 
——— an (bass); Dave Tough (drs). 13/10/1938. 
icago 


(6) (do. BS0O28999)—-Personnel as for (a), exce 
Schutz (drs) replaces Tough. 23/11/1938. 


(c) (do. BS030390)—-Personnel as for (b), except Jerry 
Jerome (tnr) replaces Freeman. 12/12/1938. New York. 
“ hes BS030760)—Personnel as for (c). 23/12/1938. 


Benny Goodman and his Orchestra 
** The Sky Fell Down (Heyman, Alter) (V by 
Helen Forrest) (a); Jt Never Entered 
My Mind (Rodgers, Hart) (V_ by 
Helen Forrest) (b) ; From One Love 
To Another (Lecuona, Gamse) (V by 
Tommy Taylor) (c); Anything 
(Jacobs, Signorelli, Napoleon) (V_ by 
Tommy Taylor) (d) 
(Columbia EP SEG7536—49s. 34d.) 

(a) (Am. Columbia WCO2974), (6) (do. WCO2975)— 
Goodman (cit); Buff Estes, Toots Mondello (a/tos) ; 
Bus Bassey, Jerry Jerome (inrs); Ziggy Elman, 
Johnny Martel, Jimmy axwell (tpts); Red 
Ballard, Vernon Brown, Cutty Cutshall "(tmbs) : 
John Guarnieri (pno); Arnold Covey (gir) ; Artie 


(gtr) ; 
(drs). New York. 


The GRAMOPHONE 


Bernstein (bass) ; 
Chicago. 

(c) (do. CCO3925), 
(clt) ; 


Nick Fatool (drs). 1/3/1940. 


axwe 


Williams (tpts); Cutshall, McGarity (tmbs) 


Mel Powell (po); Tom Morgan (gir); John 
ee, (bass); Sid Catlett (drs). 1/8/1941. 
icago 


The extent to which Goodman’s music has 
dated is even more noticeable in these EPs by 
his orchestra than it is on his Sextet’s LP. One 
reason is that they consist almost entirely of 

commercial ”’ songs, given a commercial ”’ 
treatment that was trite even in its day. The 
vocalists are even more effete than the band ! 


Kenny Graham’s Afro-Cubists 
** Bike Up The Strand (Improvised) (Esquire 


560-1) 
**Good Bait (Gillespie, Dameron) (do. 
559-2) 
(Esquire 10-397—6s. 114d.) 
Graham (inr); Dave Goldberg (gtr) ; 


Arthur 
Watts (bass); Phil Seaman (drs); Billy Olu 
Sholanke (conga drum). 28/8/1954. London. 


Regrettably, these are two more disappoint- 
ing sides from Kenny Graham. Bike Up The 
Strand which is, of course, Strike Up The Band, 
is a fast tempo performance dominated by 
Graham’s Getz styled tenor solos. Goldberg, 
Watts and Seaman also get some solo spots. 
Unfortunately, the overall effect is one of 
extreme dullness. 

The same applies to the reverse, although 
Graham’s work is a little better here. The 
biggest disappointment is Dave Goldberg, 
whose sojourn in America seems to have done 
little more than decrease the ability he had 
before he went there. 

As I mentioned last month, Graham seems 
to me to be more important as a composer than 
as an executant. It is to be hoped that we will 
have the chance to hear him in this role again 
in the not too distant future. 


*Coleman Hawkins 
“* Ten Coleman Hawkins’ Specials ”’ 

**** Crazy Rhythm (Meyer, Kahn) (b) ; Stardust 
(Carmichael) (a); Sheik Of Araby 
(Snyder, Smith, Wheeler) (h) ; Out Of 
Nowhere (Heyman, Green) (d) ; Honey- 
suckle Rose (Waller) (c) ; Bouncing With 
Bean (Hawkins) (i); Body And Soul 
(Green, Heyman, Sour) (f/f); Sweet 
Georgia Brown (Bernie, Pinkard, Casey) 
(e); When Day Is Done (De Sylva, 

- Katscher) (g); Spotlite (Hawkins) (7). 
(H.M.V. OXAV-174, -175) 
(H.M.V. LP DLP1055—24s. 6d.) 


(a) (French Swing 01a349)—Hawkins (tnr); Stephane 
Gra lly (pno); Django Reinhardt (gir); Eugene 
d’Hellemes (bass). 2/3/1935. Paris. 
01a1742), (c) (do. olal743)—Coleman 
Star Jam Band: Hawkins ne); 
Benny Carter, Andre Ekyan (altos); Alix Com 
(tnr); Grappelly (po); Reinhardt (gtr): 
(bass); Tommy Benford (drs), 28/4/1937. Paris. 

(d) (do. 0la1744), (e) (do. 0lal745)—As for except 
Carter plays also tpt; Combelle plays also cit. Same 
session. 

) (Am. Victor 042936—Coleman Hawkins and 
his Orchestra: Hawkins (tnr); Jackie Fields, 
Eustis Moore (altos); Tommy Lindsay, Joe Guy 
(tpts); Earl Hardy (tmb); Gene Rodgers (pno) ; 
William Oscar Smith (bass) ; ; Arthur Herbert (drs). 
11/10/1939. New York. 

(g) (do. 046156), (h) rm (do. 046159)— 
Coleman Hawkins All r Octet: Hawkins (tnr) ; 
Danny Polo (cit) ; er Saoter (tpt); J.C. Higgin- 
botham (imb); Rodgers (pno); wrence Lucie 

Johnny Williams (bass); Walter Johnson 


(7) (do. D6-VB- 1309)—Coleman Hawkins 52nd St. 
All Stars: Hawkins (inr); Pete Brown (alto); 
Charlie Shavers (?pt) ; Jimmy Jones (pno); Mary 
Osborne (gir); Al McKibbon (bass); Shelly Manne 
(drs). 3/10/1946. New York. 

Previous issues (¢ deleted): (a) H.M.V. B8420f, 
X4496t ; (b) and (c) do. B8754¢, JO148t ; (d) and (e) 
do. B8812: (f) do. B9328+; (g) and (i) do. B9087t; 
(7) do. B9605T. 


December, 1954 


This Coleman Hawkins LP ranges from his 
1935-1937 period on the Continent, when he 
recorded with such French jazz stars as Django 
Reinhardt and Stephane Grappelly numbers 
ranging from ballads to bouncing versions of 
evergreens like Sweet Georgia Brown, to the time 
of his return to America when he produced tiat 
inspired version of Body And Soul that remains 
to-day the greatest instance of tenor saxophone 
rhapsodic improvisation, and later such swinging 
affairs as Bouncing With Bean. It even goes 
further, to 1946, when, in Spotlite, he started 
toying with what later became known as bop. 
In fact, quite a comprehensive cross-section of 
the various modes, moods and style of the man 
who is still accepted as one of the greatest tenor 
Saxists ever to grace the jazz scene. 

And there are attractions besides Hawkins. 
Benny Carter has delightful alto solos which 
quite overshadow Andre Ekyan’s earlier one 
in the surprisingly swinging Crazy Rhythm: 
there’s good Benny Carter trumpet and 
Higginbotham trombone in Sheik ; more good 
Carter trumpet (this time muted) in Out Of, 
backed by effective Django Reinhardt guitar 
tremolo, before Hawkins takes one of his best 
medium-paced rhapsodic solos. Everybody 
concerned helps to put a good swing into 
Bouncing With Bean and Sweet Georgia; and 
Spotlite is conspicuous for one of the few girls 
who can really swing on guitar— Mary Osborne. 


*Johnny Hodges and his Orchestra | 
**** Things Ain’t What They Used To Be 
(Mercer Ellington) (d); That’s The 
Blues, Old Man (Hodges) (6); Day 
Dream (Strayhorn, Ellington) (a): 

Passion Flower (Hodges) (c) 

(H.M.V. EP 7EG8045—9s. 34d.) 

(a) (Am. Victor 053603), (6) (do. 063605)—Hodges 
(alto, sop); Harry Carney (bar); Cootie Williams 
(tpt); Lawrence Brown(imb) ; Duke Ellington (po); 


Jimmy Blanton (bass) ; Sonny Greer (drs). 2/11/1940 
Chicago. 


(c) (do. 061347), (a) (do. 061348)—As for (a), except 
a (tpt) replaces Williams. 3/7/1941. Holly- 


woo 
Previous issues (f deleted) : 2) and (d) included r 


‘Great Ellington Soloists’? (LP H.M.V. DLP1025 
(a) H.M.V. B9184t ; (b) do. (d) do. B9283t. 

Three of these Johnny Hodges recordings are 
well known by their previous existence on 78 
H.M.V.s ;_ two are even better known by their 
recent reissue in “The Great Ellington 
Soloists ’’ on H.M.V. LP; so sufficient to say 
that all are among the best of the records by 
the Ellington bands from within a band. 

The one newcomer is Passion Flower, a lovely 
slow number by Billy Strayhorn that was at the 
time a Hodges feature. There is no trace of 
the master defect, which is said to have held 
up its releases, and one hears the seductive 
Hodges at his soulful best. E. J. 


Jesse James 
*** Southern Casey Jones (James) (Am. Decca 
C90761) 
*** T onesome Day Blues (James) (do. Cgo762) 
(Vocalion V1037—6s. 114d. 

James (blues singer) with unidentified pno and giv. 
3/6/1936. Chicago. 

It is said that these sides were made while the 
singer was on parole from a jail sentence, and 
they are certainly right down to the very bed- 
rock of earthy jazz singing. But whether they 
will be popular among the jazz fraternity as a 
whole depends very much on whether they will 
readily accept an unknown name _ whose 
materi-' is so uncompromising. I would 
certainly suggest that everyone who reads my 
contributions to this column should give them 
a hearing; but don’t say I didn’t warn you 
that they are pretty strong meat !. O.K 
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